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CHAPTER I 
THE EVOLu7ION OF THE PIANO-QUAIZTET AND PIANO-QUINTET 
TO THE END OF THE NINETEENTH CENTURY 
Introduction 
General Statement of Problem. The beginnings of chamber music 
are exceedingly vague. No records of the earliest performances of 
chamber music were kept, as they were private and not public events. 
Up to the sixteenth century it is often impossible to distinguish 
vocal from instrumental music. During the seventeenth, and even part of 
the eighteenth century, it is equally hard to draw a line between the 
instrun~ntal music intended for solo players and that meant for massed 
instruments. Chamber music, in the modern sense, only became possible 
when the fall of rationalism, brought about by Rosseau, had freed the 
individual from the tyranny of social convention. Only then could 
chamber music make its personal, intimate appeal. 
With the improvement of solo instruments and the growth of 
virtuosity came notable advances in the ~Titing and performance of 
music for particular groups and combinations of instruments. Throughout 
the eighteenth century chamber music in the proper sense steadily 
advanced. 
Chamber music may be defined as instrumental music written for 
.a specific number of individual performers. Every part is to be 
necessary and the ensemble is to be complete in itself. Therefore, an 
instrumental group must be capable of making a coherent ensemble, 
regardless of the art employed in combining sounds on different planes 
of tone. True chamber music style does not encourage the use either 
of an instrument which cannot be allowed to use its normal strength, 
or one which cannot make itself heard without constant strain on its 
own part and constant repression of other instruments. The group of 
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solo instruments should be on equivalent planes of tone -and of equivalent 
musical capacity. The planes of tone, however, need not be _  the same. 
On the contrary, the value of the pi~o in chamber music depends largely 
on its inevitably being on a different plane from all other instruments. 
For two centur ies the chamber music forms of piano-quartet and 
piano-quintet have held the interest of composers and listeners alike. 
Ever since the recognition of the piano as an equally important member 
of the ensemble group, there has been a remarkable output in this field. 
However, it took many years and severe growing pains to achieve the first 
consummation of these -art forms. 
The 7ears 1784 and 1786 proved to be of immense importance for 
t he history of t he piano-quartet and quintet. They gave the world 
Mozart's Piano-Wind Quintet, K,V. 452 (1784) and the two great 
Piano-String Quartets in G Minor and E-flat Major (1785 and 1786 
respectively). In 1785, young Beethoven, who was such an avid follower 
of :Mozart, wrote his three piano-string quartets. About ten years later 
he composed his Piano-Wind Quintet. Opus 16, which he himself arranged 
for piano-string quartet. With the .appearance of these works, the forms 
of piano-quartet and piano-quintet evolved from the experimental stage 
and became definitely established as important chamber music forms. 
Significance of the Problem. In spite of the important literature 
for piano-quartet and quintet, there is no explicit treatise on the 
evolution of these forms and the works themselves. 
Delimitations. Because of the limited scope of this study, it 
was impossible to treat the hundreds of piano-quartets and quintets 
\ 
i"vTitten during the nineteenth century. Significant examples have been 
chosen to best illustrate the gradual development of these forms. 
Specific Statement of Problem. The objective of this document 
is to trace the gradual growth of the chamber music forms of piano-quartet 
and quintet from the limitations of the Baroque Era. The attempts of the 
pioneers to their first culmination in the Classical Era and their 
consequent treatment by Romantic composers, constitutes the bulk of this 
study. 
Sources of Data. The most important source was the music itself; 
and whenever first editions were available, t hey were referred to. In 
.addition to the music, books and articles were consulted. 
CHAPTER II 
BACKGROUND FOR THE PIANO-QUARTET AND QUINTET 
Early Forces in the Evolution of the Form 
The evolution of forms leading to the piano-quartet and quintet 
may be traced from the trio-sonata through the clavier-concerto .and 
clavier-quartet with two descant parts to the clavier-quartet with 
independent string trio. 
The ear~ forms of instrumental chamber music were closely bound 
to one of the basic practices of the Baroque period (c.l600-1750} - the 
art and science of the thorough bass (Generalbass, basso continuo). This 
term refers to the lowest part of a composition over which a harmonic 
skeleton or outline summary of the remaining upper voices was superimposed. 
The harmonic outline was indicated by the bass notes only, together with 
figures designating the chief intervals and chords to be played above the 
bass notes. The realization of the figured bass was rendered by e. 
harpsichord, less often by an organ, clav~chord, theorboe, or harp. 
Furthermore, the bass line was reinforced by a viola da gamba, a cello, 
or a violone. 
Interesting is the early division of instruments into chordal 
or fUndamental, and oP:hamental instruments. The following quotation is 
from Michael Praetor ius' Syntagma musicum (1619) : 
Omnivoca (multi-voiced), or Fundamental Instruments are those 
which are able to guide and handle all of the voices or parts of 
any composition, and thus maintain the whole body and complete 
harmony of all voices or parts, the middle as well as the lower, 
both in vocal and instrumental music; they are: organs-, positives, 
reg-&ls, strong harpsichords with two, three and four stops. And here 
may also be added spinets, lutes theorboes, double-harps, great 
cithers, lyres, etc. 
-Univoca (one-voiced), or Ornamental Instruments are those which are 
apt to make the harmony lovelier and ·more sonorous in a composition, 
as it were, w~th pleasantry (schertzando, as they say in Italian) 
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-and counterpoint, as well as to embellish and decorate the composition. 
They are all simple instruments, which can only produce and conduct 
a single part, and are divided into wind or stringed instruments.l 
Acceptance of the thorough bass was first confirmed in chamber 
music by the great interest shown in the trio-sonata. 
Trio-sonata. Several well established musical species - the vocal 
canzonetta, the instrumental canzone, and the ricercare - provided the 
basis for the disposition of parts in the trio-sonata. The transformation 
from eanzone to trio-sonata was effected either by omission of parts 
(which, unless approximately replaced by the thorough bass, were sacrificed 
to the composite harmony) or by the absorption of parts; consequently, 
the trio-sonata accounted for a total activity which before that time had 
entailed a greater number of voices. 
Characteristic for the trio-sonata is the distribution of parts to 
two treble lines, a bass part reinforced by the keyboard continuo and the 
absence of a written tenor part. The empty space thus created in the 
tenor region was to be filled with the chords and passage work of the 
keyboard continuo. The trio-sonata, comprising two equivalent upper 
melodic instruments over a thorough bass, emerged in 1607. 
The first trio-sonata is generally attributed to Salomone Rossi 
Ebreo (c.l565-c.l628), a violinist in the service of Duke Gonzag.a of Mantua.2 
lw.chael Praetorius, Syntagma musicu.m, ed. Eduard Bernoulli 
(Leipzig, 1916). 
2Kurt Sachs, Our llusical Heritage, (New York, 1955), p. 216. 
Similar compositions exist also by Tarquinio Merula, Neri, Legrenzi, and 
others. Toward the end of the seventeenth century the trio~sonata became 
established in two types, known as sonata da camera (chamber sonata) and 
sonata da chiesa (church sonata). 
The sonata da chiesa usually consisted of four movements with the 
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tempo succession slow, fast, slow, fast. The third movement was often set 
in a contrasting key. The sonata da camera comprised a series of alternate 
walking and hopping dances co~trasted in time but unified in key. 
Eventually characteristics of da chiesa -and da camera patterns 
were intermingled. In the sonata da chiesa hardly .any change occured in 
the original conception of the first three movements. .An introductory 
first movement, often ending on the dominant, led directly to a fast 
movement in fugal style. This in turn preceded a melodic movement. The · 
dance element, however, was frequently introduced in the fourth movement 
in form of a gigue which would be employed with or without its dance name. 
In the sonata da camera it was the first movement which was 
influenced by the sonata da chiesa. The German Johann Rosenmueller is 
credited with adding to the sonata da camera an introductory movement of 
other than dance character.1 Rosenmueller 1s first movement, in two or 
three sections with a reprise, was devised in full harmony so as to 
establish the tonal center of the composition. Consequently, the first 
movement of the sonata da camera became very simil:ar to that of the 
sonata da chiesa. 
1 Johann Rosenmueller, Sonata da camera of 1667, pulished in Venice. 
The literature of the trio-sonata in Italy includes illustrious 
names of the Baroque, such as Corelli (twenty-four sonata da chiesa and 
twenty-four sonata da camera, opp. 1-4, 1683-1694), Vivaldi, Caldara, 
Abaco, and Torelli. Imported to Germany by Italian composers, it soon 
was taken up by Paul Peuerl, Reinken, Buxtehude (fourteen trio-sonatas), 
Fux, Kuhnau, Telemann, Bach, and Handel (twenty-one trio-sonatas, six of 
which are for two oboes and bass). Of English composers, Henry Purcell 
is most important with twelve trio-sonatas of 1685. 
In these trio-sonatas the keyboard instrument invariably ~~s 
used as a background on which the other instruments drew their lines. 
The. limited role of the keyboard instrument is far removed from its 
present position in a piano-quartet or quintet. 
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Elimination of the Thorough Bass. As the common denominator for 
all styles in the first half of the eighteenth century, the basso continuo, 
with its doubling and improvisation of inner parts, hindered the formation 
of a crystallized chamber style. 
One phase of the disappearance of the thorough bass may be observed 
in the transference of continuo material to an obbligato clavier part. An 
interesting example of this is provided by Johann Sebastian Bach's 
Trio-Sonata for Two Flutes and Figured Bass in G Major. This he himself 
transcribed for obbligato clavier and viola da gamba. In the transcription 
the part which was originally allotted to the second flute is transposed 
down an octave for the viola da gamba, the first flute part is transferred 
to the right hand of the clavier, while the bass remains in the left hand. 
In the process of transference and transposition the upper lines remained 
intact. 
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Of great interest is a work by C. P. E. Bach, composed in three 
alternate versions: as a Trio a due violini e basso, as a Trio a flauto 
traverse, violino e basso, and as a Sonata a cembalo obbligato e flauto 
(1754) •1 
As the harpsichord, formerly merely an accompanying instrument in 
chamber music, began to participate in melodic presentation and development, 
the melodic instrument, in turn, vro.s forced to take its share of the 
accompaniment. It may be qoncluded that an obbligato accompaniment was 
an outgrowth of the improvised thorough bass both in polyphonic movements 
and in those homophonic movements where the melodic instrument has the solo. 
The many treatises on the art of playing accompaniments show how ornaments, 
imitations of the melody, and fantasy arpeggios were worked into a figured 
bass accompaniment. 
The custom of using a melodic instrument in the bass persisted to 
some extent when the clavier part was obbligato. Johann Sebastian Bach, 
in the title of his six sonatas for violin and obbligato clavier (c.l720), 
admitted the possibility of including a string bass: Sei Suonate ~ Cembalo 
Certato e Violino Solo, col Basso per Viola da Gamba accompagnato se piace.2 
The retention of a string bass for reinforcing the lowest line in the 
obbligato clavier part was likewise specified in clavier trios for harpsichord, 
violin (or flute), and bass by the Mannheimers, Franz Xaver Richter (1709-
1789), Giuseppe Toeschi (1724-1788), Anton Fi1tz (1730~1760), and Ernst 
Eichner (1740-1777). 3 
1Alfred Wotquenne, Catalogue thematigue des oeuvres de Charles 
Philiupe Emmanuel Bach, (Leipzig, 1905). 
2Johann Sebastian Bach, Gesamtausgabe, (Leipzig, 1851-1926). 
5Denkmaeler deutscher Tonkunst, zweite Folge: Denkmaeler der 
Tonkunst in Bayern, (Leipzig, 1900-1931), Band ii."VI. 
The disappearance of the thorough bass was affected, not only 
by the transference of continuo material to an obbligato clavier part, 
but also by solo keyboard compositions. As the style of the great 
keyboard masters of the late seventeenth century found its way into 
chamber music, a complete reTersal took place. Now the harpsichord 
became the dominating instrument while the stringed instrument 
furnished the accompaniment, ad libitum. 
Interesting, from the standpoint of solo and accompaniment, is 
Rameau's advice to performers in his Pi~ces de clavacin en concerts, 
avec un violon ou une flute, et une viola ou un deuxieme violon (1741): 
Advice to performers: I have written some small concerted 
compositions for harpsichord, a violin or flute, and a gamba or a 
second violin. Four parts usually prevail. I thought they should 
be published in score, because not only must the three instruments 
blend well together, and the performers undertend each other's role, 
but, above all, the violin and gamba, while yielding to the harp-
sichord, must distinguish that which is only accompaniment from that 
which is part of the subject, but softening still more in the first 
case. All the long notes should be played softly rather than 
forcibly, the short notes extremely sweetly, and those which follow 
each other should be mellow. The pieces performed on the harpsichord 
alone leave nothing to be desired; one does not even suspect then 
that they .admit any other treatment.l 
Sandberger traced the entire process of the disappearance of the 
continuo through the evidence offered by the titles themselves. The 
phrase con violoncello e basso continuo signified that the continuo was 
essential; col basso continuo ossia violoncello meant that the continuo 
was optional, and e violoncello implied that the clavier was omitted.2 
1Jean Philippe Rameau, Oeuvres completes, ed. c. Saint-Saens, 
(Paris, 1895-1915), Volume XX. 
2Adolph Sandberger, 11Zur Geschichte des Haydnschen Streich-
quartetts," in Ausgewaehlte . .Aufsaetze zur Musikgeschichte, (:Mtmich, 1921), 
I, p. 240. 
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Clavier-Concerto. The evolution of the piano-quartet and 
quintet was much influenced by the various types of . concerti. Basically, 
the term concerto designates the contest between two tonal entities. 
Initially this consisted of contrast between an instrumental and a vocal 
group. After ~600 the contrast of concertino and ripieno, i.e., of 
ao~oists and orchestral tutti, became quite frequent. The concertini 
are important for the present study because they usually were written in 
several parts, and played by so~o instruments. 
Schering says that characteristic for the first concerti ~~ the 
antiphony (alternate playing) of two violin parts, which at that time 
had more than one player to a part. He says that they -are actually 
quartet-like Konzertsinfonien! Gradually little soli evolved, often in 
form of short bridge passages only. These short soli gradually developed 
into the most important element of this form, eventually culminating in 
the solo-concerto. The employment of two or more solo instruments 
resulted in the concerti grossi. Both the solo concerto and the concerto 
grosse were to have profound influence on the forms employed in piano-
string ensemble music, with the solo concerto influencing the growing 
independence of the instruments and the concerto grosso influencing the 
general form. 
There is yet another type of clavier-concerto which might be 
mistaken for the real predecessor of the piano-quartet and quintet. With 
the development of finger technique, keyboard style und~rwent considerable 
expansion. The attempt to favor the solo instrument was achieved by the 
1Arnold Schering, Geschichte des Instrumentalkonzertes, 
(Leipzig, ~905), p. 24. 
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concerti grossi with harpsichord solo, .and "j:;he concerti for harpsichord 
with accompaniment. In some concerti for harpsichord, the accompaniment 
was reduced to a minimum number of instruments. Johann Christian Bach 
wrote six concerti, Opus 1, for harpsichord during his first London 
stay (1762-1764). The harpsichord in these is accompanied by two violins 
and cello. In 1766 he wrote six more concerti, Opus 7, with the same 
instrumentation. In Johann Christian Bach's works the two violins proceed 
rather independently, but the cello again is repressed into its old 
position of enforcing the bass line. Moreover, in compositions of this 
kind the roles seem reversed, with the harpsichord changed from sub-
ordinate to leader; while the strings furnish nothing but the accompanying 
continuo. Works like these cannot be regarded as forerunners of the 
piano-quartet or quintet. The reduction of the accompanying stringed 
instruments to the minimum number of one player to a part was probably 
motivated by practical considerations (availability to the amateur). 
Consequently, Johann Christian Bach contributed little or nothing to the 
evolution of the forms of piano-quartet and quintet. 
Clavier-Quartet with Independent String Trio. The piano-quartet 
with two descant parts, an independent cello part and a piano part which 
had a solo function while continuing to perform duty of supplying the 
continuo to the ensemble, was not the final solution of the problem. 
The early eighteenth century witnessed the obsolescence of old, 
and the blossoming of new forms and ideals. The concerto eliminated 
much that had been traditional: polyphony, which was contrary to its 
nature, and the suite-like succession of movements. New stylistic trends 
evolved. With the detachment of the violin and the piano from the 
continuo, their roles in ensemble music became more important. The 
Mannheim School strongly influenced these trends. With the creation 
of solo concerti for violin and cello by Jacchini (Bologna, 1701), 
Holzhauer, Tartini, Haydn, Stamitz, Pleyel, etc., all instruments of 
the ensemble were at last liberated. Finally, the beginnings of the 
modern piano-quartet and quintet may be found in the fact that equal 
treatment of all the instruments of the ensemble was possible, with 
the relative importance of each instrument left to the judgment of 
the composer. 
The Instruments 
The music written by the composers of the different periods 
was always closely related to the instruments at their disposal. 
Consequently, their techniques of composition were influenced by the 
prevalent approach to the instruments in question. 
A brief survey shows that the family of the violins did not 
emerge until the sixteenth century. The first member of the new 
violin family to appear was historically the alto member, called then, 
as now, viola. To distinguish the violins from the older viols, the 
former were loosely referred to as viola da braccio, or viols of the 
.arm, despite the fact that the larger members, when they appeared, were 
played downwards, being too large to be held violin-wise. To this day, 
a German name for viola is Bratsche. 
1~ 
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As to their ancestors, the violins seem to have inherited their 
shape, sound-post, and mode of handling chiefly from the lira da braccio; 
their four strings and the tuning in fifths mainly from the rebec. 
Praetorius (1571-1621) gives the tuning of the new violin family. It 
corresponds completely to present day tuning. For the violin: g - d' -
a• - e''? for the viola: c- g- d' -a'; for the cello: C- G- d- a.l 
The viola takes a place in chamber music corresponding approximately 
to that held by the tenor voice in vocal music, though its compass is much 
larger- ranging from the octave below middle e to c'''• Originally the 
oldest and most important of the string family, its prestige gradually 
diminished until it became a mere fill-in instrument necessary for the 
balance of part-writing; but it was hardly considered worthy of much 
notice in itself. This may have been partly due to the growing disuse 
of the large and powerful viola tenore at about the end of the seventeenth 
century and the more general adoption of the viola of the present day; 
the later viola is a smaller and more manageable instrument, but it is 
far less brilliant, owing to the discrepancy between its size and pitch 
(a good viola should have a body length of at least 16i inches). 
As no great demands were made upon the technique of t he viola, 
it had few adequate exponents; and, conversely, little of interest could 
be written for it ovdng to the very limited powers of viola players. 
Possibly because of its very neglect in the past, the viola had been the 
instrument most often played by composers who wished themselves to take 
part in chamber music; and this in itself must have contributed greatly 
1Michael Praetorius, Syntagma musicum, ed. Eduard Bernoulli 
(Leipzig, 1916). 
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to its present importance. Perhaps the first of these composers was 
Mozart. His treatment of the viola is striking in the extreme, the 
viola part often having almost equal importance with that of the violin. 
Beethoven, who also at one time played the viola, did not write f or it 
with quite the suave brilliance of Mozart; but he was one of the first 
composers to elevate it to solo importance (Piano-Quartet in E-flat -
last movement). 
Mendelssohn and Schubert were among the great composers who 
played the viola, but it has no unusual prominence in their chamber music 
works. Schubert seems chiefly to have appreciated its admirable blending 
quality, which welds the violin and cello tones into a compact and closely 
knit whole. Schumann, far more than either Schubert o; Mendelssohn, 
grasped the emotional possibilities that lie in the viola. Both in his 
Piano-Quintet, Opus 44, and the Quartet._ Opus 47, the viola has 
important solos,although these often sound less striking than they should, 
owing to Schumann's too frequent habit of doubling the string parts in 
the piano. The chamber music of Brahms still further developed the f ield 
of the viola. It was now imperative for viola players to improve their 
hitherto most inadequate technique. Dvof~, himself a player of the viola, 
had a particular fondness for it. Dvor~k used the viola especially in 
movements of the Dumka nature, such as that of the Piano-Quintet, Opus 81. 
The practical perfection of t he violin waa attained during the 
seventeenth and early eighteenth centuries. Gasparo da Salo (1540-1609) 
is credited with having evolved the violin into the form recognized 
today. As the years passed, the Amatis, the Guarnerii, and Antonius 
Stradivarius perfected its tonal quality and improved its appearance, 
both in symmetry and varnish. 
Technically considered, it is interesting to note that Carelli 
(1655-1715) regarded the noted''' as the upward limit of the violin's 
compass. He maintained it was L~possible to play any passage written 
higher than this note. Johann Schobert (c.l7.20-1767), in his quartet 
for piano, two violins and cello, actually keeps within the limits 
indicated by Carelli. The highest note Schobert here prescribes for 
the first violin, is B-flat''· 
Mozart, however, who followed the trends established by Haydn, 
made free use of the high registers. In the exposition of the opening 
Allegro of the Quartet in G Minor, the violin goes up to f''', whereas 
the highest note prescribed for the violin in the Quartet in E-flat is 
E-flat' r r. 
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:After the eighteenth century, a desire for greater power, 
combined with the gradual raising of pitch, led to drastic alterations. 
The stages of change were: raising and arching of the bridge, with 
consequent iifting of the end of the fingerboard (this required that the 
neck, formerly in the plane of the belly, should be thrown back at an 
angle); increased tension of the strings, and lengthening of the neck 
by nearly half an inch. The resulting greater pressure of the belly 
demanded a stouter bass bar under the unsupported end of the bridge, 
notwithstanding that slightly thinner strings were used now. Thus, the 
violins were now enabled to produce the volume and brilliance demanded 
in the nineteenth century, at the higber pitch that had become accepted. 
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The violoncello received its name after the double-bass was 
called violone. The violoncello, being a smaller size of the violone, 
was given the name violoncello, or little violone • . All the great violin 
makers, such as the Amatis, Guarnerii, and ,Antonius Stradivarius, also 
made violoncellos. However, the name violoncello is of comparatively 
recent date. The oldest designation appears to have been bass violin, 
which word v1as still frequently used during the e'ighteenth century. 
Until the mid-eighteenth century, the cello was played resting 
between the knees, and it was still frequently bowed like a viol. Now 
there is a peg to support the instrument, and the bowing is modelled 
after that of the violin. 
Until the time of Mozart, the duty of the cello was usually 
restricted to doubling the bass part of the clavier. Mozart gave it 
far more importance, using it not Pnly for strengthening the bass, but 
also for thematic material. Beethoven was the first composer to wholly 
realize the possibilities of the cello. In this respect he surpasses 
Mozart (Piano-Quartet, Opus 16 ), • 
That lack of skill can lead to problematic situations, is best 
illustrated by an instance from Schumann 1 s Piano-Quartet, Opus 47. 
At the end of the slow movement Schumann gives instructions for the 
cello to tune down to B-flat, But this is no safe experiment, as the 
C-string, if tuned exactly to the B-flat required, will begin to rise 
towards the note it is accustomed to sound. And it is almost impossible 
to make it retain the exact pitch of any note other than the usual one, 
unless it can be tuned to the note required for a considerable time 
before it is to be sounded. The plan usually adopted is to begin by 
tuning a little flat, the string then being fairly in tune at the required 
moment. 
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The evolution of the more complex piano was much slower than 
that of the stringed instruments. It was only towards the end of the 
eighteenth century that the pianoforte entirely supplanted its two main 
forerunners in the field of keyboard music -namely, the harpsichord 
and the clavichord. 
The inspiration for pianoforte action may have been furnished 
by the Oriental dulcimer. While the dulcimer is a variety of the psaltery, 
its strings are struck, instead of being plucked, by little hammers in 
the hands of the player. The idea of using such hammers in place of the 
quills of the harpsichord seems to have occured to several inventors 
about the beginning of the eighteenth century. First to make practical 
use of this idea was the Italian Bartolommeo Cristofori (1655-1731), 
a clavier maker of Padua. In 1709 Cristofori exhibited specimens of 
what he called gravicembalo col piano e forte - harpsichord with soft 
and loud effects -, in which a new hammer action was employed. These 
early pianos were in grand shape, like the harpsichord. They were about 
seven feet long with a compass of four and ,a half octaves. 
In spite of its importance, Cristofori's invention lay dormant 
for several years, until revived by Gottfried Silbermann (1683-1753), 
an organ builder of Freiberg. These early pianos already had a hopper 
(escapement) similar to the repetition of the modern piano. This feature 
was ,abandoned by the later German makers. 
In 1770, however, Johann .Andreas Stein (17,28-1792), reintroduced 
it giving a separate escaper to each key instead of the long rail which 
had been used before. w. A. Mozart, on his visit to Augsburg in 1777, 
was attracted by the easy action and thin but brilliant tone of the Stein 
18 
pianos, thereafter using them in his concerts. In a letter to his 
father, he commented upon the certainty with which the hammers respond 
to touch in Stein pianos and upon the total lack of buzzing and jarring 
which seem to have been characteristic of the work of other makers. He 
also stated that the hammers fall back immediately whether the key is 
held or released, and he commented favorably on the great care exercised 
by Stein in weathering his sounding boards. 
Stein's work was carried on by his daughter, Nanette, and her 
husband, Andreas Streicher (1761-1833). Af'ter their removal to Vienna, 
the action became known as the Viennese Action. Streicher's pianos were 
similar in shape to the harpsichord, elegant in appearance, as well as 
in sound, and possessing a very light action. 
Of the numerous German piano builders who went to England, 
.Americus Backers devised a single escapement action, which later became 
known as English Action. Backer's ideas were. developed along broader 
lines by such men as Stodart and John Broadwood (1732-1812). Various 
features were added which were to be of great consequence for the piano's 
further development. Among Broadwood's more important improvements may 
be mentioned the divided bridge on the grand piano and the adoption of 
a definite striking place. The structure now also became much heavier, 
allowing for a greater tension of the strings and consequent increase in 
sonority. The English patents for the latest developments of the piano 
stop, a mute, and of the damper pedal, were taken out by Broadwood in 
1785. The former was constructed so .as to be operated by a pedal, leaving 
the hands free for the performance of music. The tendency was to gradually 
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abandon the hand stops and to make the pedals as few in number as 
possible. Crystallization of this tendency resulted in the two pedals 
of the present pianoforte. The English Action was much heavier than the 
Viennese Action, but it was also more expressive and dynamic. Small 
wonder that Beethoven preferred his Broadwood to the Viennese instruments. 
I 
In France, Sebastian Erard (1752-1851), in 1821, invented the 
double escapement, which causes the hammer to fall back immediately to an 
intermediate position and to its final resting position only after the key 
is released. Erard 1 s first English patent was taken out in 1794, and it 
included an una corda pedal. Seven years later he patented devices for 
improving the control of dynamic variations in tone, and later there 
followed important experiments in the matter of repetition. Other details 
were worked out by Ignaz Pleyel (1757-1851). 
In 1845, Jonas Chickering of Boston started a new epoch by 
patenting a plate for grand pianos made in one solid casting. The 
combination of such a casting with a cross or overstrung scale was 
exhibited in 1855 by the firm of Steinway and Sons in New York. With 
the rapid rise of other firms (Bluethner, Bechstein, Boesendorfer, etc.), 
a perfection of details was gradually worked out. 
In compass, the piano expanded from the four and a half octaves 
of Cristofori to the present range of seven and one third octaves (eighty-
eight keys). By Beethoven's time, pianos of six and a half octaves were 
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common. By 1826, Erard had constructed a piano with seven octaves. 
With increased strength of construction, too, the dynamic range was 
greatly enlarged; and yd.th improved strings .and sounding board, more 
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.sustai ning power and depth of tone were attained. Such then were the 
instruments t he composers of t he piano-quartets and quintets had access 
to. Hand in hand with the mechanical changes of t he piru1of orte went 
also a change in the concept of its function in ensemble music. 
Differing Approaches to the Pianoforte 
It may be assumed that Johann Schobert v~ote his works for a 
pianoforte with the Silbermann action. As a matter of fact, i n his 
piano-quartets the piano part never exceeds t he compass of four and a 
. u bf 
half octaves: ~jl jA& " :E 
. . 
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Not much is known about Schobert's approach to the piano. It is probable 
that Schobert observed a similar approach to t he pianoforte as his 
contemporary C. P. E. Bach. The latter maintained that the hands should 
be equally trained to produce clearness and a singing style. He also 
stressed the importance of bringing out the musical ideas • 
.At the time when Mozart wrote his piano-quartets and the quintet, 
he already used Streicher's Viennese action pianofortes. The compass of 
these works comprise five octaves: _ .EJi ~; ~ -
.:_ ~r t__ ; 
~,. 
.~ < 
Mozart declared three things necessary for a good performer: the head, 
the heart, and the fingers. In the matter of technique, he insisted on 
a quiet, steady hand with its natural lightness, smoothness, .and gliding 
rapidity, so well developed t hat the passage should "flow like oil." 
These requirements were eminently adapted to the delicate action of the 
Viennese pianos, which he favored. 
Neither Schobert nor Mozart ever fully recognized the peculiar 
capacities of the new instrument. This was, in part, due to the fact 
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that the Viennese pianofortes had such light actions modeled after those 
of the harpsichords then in use. The ideals of pianoforte technique and 
effects were dravm from the experience of harpsichord players, modified 
onlY by the single consideration of the possibility of shading. Mozart's 
works, however, show a steady development of a cultivation of the lyric 
element. The beginning of the Quartet in G Minor, for example, demands 
a degree of e~pression and power possible only on a pianoforte. 
The increased 1nt$rest in instrumental music and the great 
number of instrumental compositions led to the appearance of many virtuosi. 
Numerous treatises and "methods" were v~itten during this period, 
adjusting to the continuously developing pianos and preparing the way for 
the coming composers. Muzio Clementi (1752-1852) is considered the 
originator of a genuine pianoforte style, both as composer and executant. 
His "method" required a steady hand, firm touch and tone, distinct and 
flowing execution, and precise declamation. Clementi's technique gained 
much dynamic variety from his use of the Engliallipianos with their greater 
sonority of tone. This tone, however, he never forced, as did many of the 
virtuosi who followed him. 
Beethoven was born about sixty years after the invention of the 
pianoforte. By the time he reached maturity the harpsichord was already 
doomed. It is supposed that the instrument with which Count Waldstein 
presented Beethoven was one of the light-toned Viennese pianos. In 1805, 
I 
another of his patrons in Vienna gave him an Erard piano, but the tone of 
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this instrument was still too weak for his impetuous and robust nature. 
Following the example of Clementi, Beethoven later adopted the more 
sonorous English instruments. As a performer, Beethoven's style differed 
widely from Mozart 1s. He did not playwith the finesse and delicacy of 
the latter, but leaned more toward massive tonal effects and sharply 
defined contrasts. He advanced far ahead of his time by using the damper 
pedal for the building up of tremendeous effects. It was also used with 
wide-spread rapid figures or for piling chords one on top of another. 
He preferred to stress interpretation rather than technique. 
The technique of Schubert and Mendelssohn was also based on that 
of Clementi. Schubert exploited the timbre of the piano in all registers. 
Mendelssohn introduced passages whereby a melody with an accompaniment, 
to be played by the same hand, could be delivered properly by changing 
the fingers on successive keys. This was done by holding them closer 
do~ with a continuous clinging pressure. Weber, however, made use of 
extended chords in a way wholly original. He also considerably extended 
the bravura style, which he combined with greater animation and dramatic 
fire. 
Schumann revealed a wealth of new possibilities. The same 
I 
attitude of mind which had been responsible for the injury to his hand 
led him to leave nothing unexplored in the matter of novel keyboard 
effects. He delved deeply into the subject of overtones, as illustrated 
at the end of one of the movements in Carnaval, Opus 9. Broadening the 
whole gamut of the piano's emotional potentiality, he called for a 
technique that should be equally at home in enlarged chord progressions 
and in the intricate weave of the subtle melodic suggestions. Yet, none 
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of his effects were of the brilliant style of the virtuoso; he strove 
always toward the higher expression of musical ideas; his ornamentation 
was never conspicuous and frequently only suggested by a phrase here and 
there. Schumann's incursions into the field of rhythm led rJUn to results 
that can scarcely be comprehended without intimate knowledge of the 
printed page; he frequently extended his syncopations beyond the limits 
where the mind can grasp the significance of the heavily accented offbeats. 
The piano parts of Brahms, having been appropriately characterized 
by one author as being "carved out of granite," demand an extraordinary 
digital expertne.ss and muscular power. It is interesting to note that 
Brahms wrote technically difficult versions of four pieces by Chopin, 
Weber, Bach, and Gluck, re.spectively; he also composed fifty-one technical 
exercises which are useful for his own works. Brahms 1 piano parts include 
sudden extensions and interlocking tenths and twelfths. There are scales, 
but not many. His passage work is of the most solid character - broken 
chords, especially thirds and sixths, and few arpeggios. His technique 
demands a.n independence of t he fingers gained by much contrapuntal work, 
with less study of the development of speed as such. His accompaniment 
figures are always simple but vital parts of the compositions. Brahms is 
closely identified with the progress of German piano music during the 
Romantic Era. 
The Position of the Piano in the 
Quartets and Quintets 
In the forms of piano-quartet and piano-quintet, the 
responsibilities towards each individual solo instrument are great. 
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The handling, therefore, requires that it be delicate and well adjusted 
in every detail. The great difficulty is the exact ascertainment of the 
style of treatment best suited to ru .group of four or five solo instruments. 
Of the two ensemble forms mentioned, the combination of piano plus 
full string quartet, namely, the piano-quintet, is the more advantageous. 
The significant reason is that a string group with two violins is more 
apt to bring out the desired musical intentions than a single violin. 
Nevertheless, the piano-string quartet had already existed for over a 
half a century before the appearance of the first piano-string quintet 
of significance (the Trout-Quintet by Schubert, for violin, viola, cello, 
bass, and piano, in 1819). 
The instrumentation also underwent changes. The first piano-
quartets by Johann Schobert, Bauer, etc., were ~Titten for two violins, 
cello and piano. Abt Vogler, in 1778, introduced the viola, which hence-
forth was to become a traditional member of the piano-quartet combination. 
The final instrumentation of the piano-string quintet (two violins, viola, 
cello and piano), however, was not established until Schumann's Quintet, 
Opus 44, in 1842. 
The position and function of the piano within the ensemble also 
unden~ent changes. In Schobert's piano-quartets, the string parts bear 
the indication· ad libit~ It is possible that this was just an addition 
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of the publisher, to make the composition more commercial. But, to .a 
certain degree, this may also indicate the roles of "principal" and 
"subordinates" in these compositions. In these early works the piano 
part, for the first time fully v~itten out, is clearly dominating. 
Schobert is credited with having transferred the brilliant style of the 
Mannheim School upon the pianoforte, and this influence is clearly 
shown in several instances. The opening theme of the Quartet Opus 7I, 
for example, employs a device frequently used by Johann Stamitz. The 
latter often combined broken chords with wind instruments. Schobert's 
theme here actually consists of broken chords in the piano part, while 
the two violin parts could easily be played by wind instruments, as 
they consist of long sustained notes and the natural tones of a wind 
instrument. Schobert also used many other tricks and devices of the 
Mannheim School, as sudden dynamic changes (Menuetto, Opus 71), 
forceful unisons (Polonaise of Opus l4I,), etc. In these early quartets, 
the function of the cello is completely subordinate. Its sole duty is 
to double the bass part of the piano. 
The first examples of piano-quartets with a true ensemble 
texture are the works by W • .A. Mozart. ll.iiozart makes virtuoso demands 
upon the pianist, while allowing the strings full responsibility in 
establishing real, pure chamber music. It is a continuous "give and 
take." New is the distribution of the theme between the stringed 
instruments and the piano, as in the exposition of the first movement 
of the Quartet in G Minor. The strings here are treated as a complete, 
tonal body in opposition to the piano. But Mozart not only sets the 
string group against the piano, as two separate coloristic entities, but 
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he also sets the stringed instruments off against each other, thus 
creating an unceasing wealth of concertante effects. The cello, to 
some extent, is still dependent on the bass part of the piano; or, it 
furnishes the bass-foundation of the string group. However, it is also 
used in moments of supreme individualistic importance and independence; 
for instance, the canonic imitation at the beginning of the development 
of the Quartet in E-flat Major; the transition to the las t recurrance 
of the first theme in the rondo of the Quartet in G Minor, etc. 
Young Beethoven was clearly following Haydn and Mozart, both 
technically .and stylistically. Yet, there are several interesting 
novelties in the three early piano-quartets of the fifteen-year old. 
In the last movement of the Quartet in E-flat Najor, for instance, 
Beethoven gives an entire variation to each of the participating 
instruments - even to the viola and the cello. And the parts are not 
easy at that! In the middle section of the Adagio con expressions of 
the ggartet in C &a.ior, the piano part is reduced to its old function 
of providing the background, while the violin, viola and cello indulge 
in ornamentations of a truly concertizing nature. The opening of the 
OU;artet in D MaJor brings the novel coloristic effect of contrasting 
t he strings as a complete mass against the piano. The t wo groups 
a ppear antiphonally. It is interesting to note that Mozart used this 
same effect at .about the same time as Beethoven. But it is most probable 
that they did not know of each other's work. It is difficult for young 
Beethoven to excel Mozart. Only in the use of the cello, the last to be 
liberated from the boundaries of the basso continuo, does he go beyond 
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his great model. In the arrangement of his Piano-Wind Quintet, Opus 16, 
for piano and three stringed instruments, he achieves the ultimate 
independence of the cello. 
In Weber's sole piano-quartet, the piano is dominating throughout. 
There is but a small cello solo in the trio of the Menuetto. Short 
fingered, as Schubert was, he indulged in constantly repeated chords and 
the limited use of extended arpeggio and scale figures. His technique, 
as a rule, would seem to consist of firm chord work, cantabile melodies, 
and variation figures combined with both (fourth movement of the Trout-
Quintet). In short, his technique was mostly of .an accompanimental style. 
Schubert excels with an unusual treatment of the double-bass in his 
Trout-Quintet. The bass is often not merely the foundation to the harmony, 
but a strong and independent melodic line (for instance, in the development 
of the Allegro vivace). The double-bass, however, is never over-powering 
in effect; but it rather enhances _ the beauties of the work. Schubert's 
contributions to the evolution and growth of t he piano-string ensemble 
forms lay in the development of a sensuous sound effect and the breadth 
of coloring. His concept of sound values was more of an orchestral 
character, and he thus prepared the way for Schumann and Brahms. 
Although the piano is dominating in his three early piano-quartets, 
young Mendelssohn made attempts to divide his thematic material bet ween 
all the participating instruments (for instance, the beginning of the 
ouartet inC Thlinor). There is also some occasional use of the antiphonal 
ef fect of contrasting the string body with the piano. An interesting 
experiment is the Maggiore of t he scherzo of the Quart~t in C &tinor. It 
is written t hroughout for viola, cello, and the le;f't '.hand of the piano 
part. 
A pitfall of Schumann' s piano-string ensemble music is the 
frequent betrayal of his lack of familiarity with the stringed 
instruments. This is especially evident in the Quartet, Opus 47. 
The reason for this might be that only one violin is less able to 
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hold its own and make itself felt against the other instruments than 
the t wo violins of the Quintet, Opus 44. Unfortunately, as most of 
Schumann's symphonic and chamber music, these works also seem to have 
been composed with the piano in mind. The stringed instruments are 
often used in such low registers as to sound highly ineffective in 
combination. Such instances are numerous: in the Quartet, Opus 47 -
t he opening of the Scherzo, the first Trio of the Scherzo, and the 
cantabile melody of the . Andante; in the Quintet, Opus 44 - measure 
eighty-six of the Finale, etc, In the quintet the strings are often 
used as a group in opposition to the piano, whereas in the quartet this 
kind of treatment is rather the exception than the rule. 
One of the important resources of Brahms' piano-string ensemble 
music is his ability to employ his t hemes successfully as hLmilile 
accompaniments. Much of the material pre sented is equally well suited 
to the strings or piano and is also capable of being divided into 
sections and phrases (for instance, the opening theme of the Quartet, 
Opus 25). An interesting passage occurs in the first episode of the 
Allegro of the Opus 25. Here the cello is not only the fundamental 
basis of the t~ture, but it also holds the whole together with a 
continuous, syncopated pedal-note, while the piano and the t wo upper 
stringed instruments converse freely with each other. A passage similar 
to this occurs in the first movement of the Quintet, Opus 34, where the 
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rhythmic and harmonic base is provided by both the cello and the viola, 
while the first and second violins support and give color to the high 
piano part, which is essentially pianistic in character and pitch. 
There are also numerous instances where the strings are used very much 
.as a string trio, independent of the piano. 'rhe three strings may also 
form a rhythmic body, as opposed to the piano (for instance, the 
Intermezzo of the Quartet, Opus 25, and the Allegro non troppo of the 
Quartet, Opus 26), Brahms achieves remarkable coloristic ef fects by 
applying different schemes of instrumental distribution of the same 
material, Identical harmonic and melodic schemes may appear in ever new 
guises and colorations. 
Dvolik•s mastery of sound is one of the most brilliant high 
points of his whole work. Every shade of color and dynamics grows simply 
from the character and the idea of the instruments. The piano never 
dominates in Dvot~rs works, but all instruments are treated equally in 
importance. The piano, however, i s always set as a contrast to the 
strings (this is especially evident in the scherzi and the slow movements). 
In the first and last movements, the piano is mol;'e of an accompanying 
and dynamic significance. 
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Some Stylistic Aspects 
After Mozart -and Beethoven, the piano parts gradually became 
more an end in themselves. As a result of the development of technique 
there occured unproportionally long transitory passages, which contained 
all kinds of technical extravaganzas. But for the Romanticists, 
brilliancy alone was not sufficient any more. Now technique had to be 
combined with emotions. Closer to . the romantic ideals were those 
composers, who, more or less consciously, undermined the inner fundamentals 
of the classical structure. This was done by various changes of the 
traditional laws of harmony; by diffusion of form into rhapsodic, free 
structures; and above all, by completely new concepts of melody, rhythm, 
meter, and thematic treatment. 
The first movement of any piano-quartet or quintet is, as a rule, 
always in sonata-form. The general stylistic changes and the development 
the sonata-form underwent can consequently be applied to the opening 
movements of the works under discussion. In the sonata-form of the mid-
eighteenth century, the exposition (if in major) ended in various ways: 
on the dominant chord of the principal key, on the tonic chord of the 
relative minor, the sub-dominant, or even the tonic itself of the 
principal key. Schobert and Mozart, for the greater part, kept to the 
dominant chord (for instance, the end of the exposition of Mozart's 
Quartet in G ~liner ends on the dominant; the development, however, 
begins immediately on the sub-mediant (E-flat), after which it 
immediately goes into the relative minor of E-flat). Schobert's 
harmonies and modulations are simple with some occasional chromaticism 
(Trio of the Menuet in Quartet, Opus 141). Mozart produced remarkable 
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effects by means of unusual and sudden modulations (for instance, 
in the transition from G into E-flat major, near the close of the 
finale of the Quartet in G Minor). The grace and the elusive qualities 
of Mozart are not easily described; his music is of almost ethereal 
quality in sheer beauty of conception and perfection of detail. 
The great diff erence between Beethoven and Mozart is, to some 
extent, due to the fact that in Mozart' s day the idea of harmonic form 
was comparatively new, and to write the most trifling things according 
to its system and in conformity with its principles, was suff icient to 
cause satisfaction. The basis of this system was a clear definition of 
tonality. This meant that at the beginning and end of a movement the 
key had to be strongly emphasized and each section in a different key 
had to be clearly indicated by means of cadences. 
Beethoven introduced a new element into the problem of formal 
construction that complicated matters immeasurably. With his predecessors 
st~~ctural simplicity had been of paramount consideration; it often limited 
somewhat t he freedom of the idea. Beethoven, on account of the distant 
and often abrupt modulations in his middle sections, generally marked the 
approach to the recapitulation by clear, -and often prolonged, dominant 
harmony. Sometimes, however, the return of the principal theme comes as 
a surprise. In Beethoven a climax of thematic and formal development of 
the sonata-form was reached. Beethoven had many imitators; but none 
could show the way to a higher degree of musical expr ession in the 
sonata-form, or were able to expand its capabilities as a vehicle for the 
exposition of tonal concepts. 
The new age, in many of its aspects, reflected the changes 
which had affected the other arts; the Romantic Era in na1sic began 
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long after a similar movement had taken place in painting and literature. 
Profound political and economic upheavals may be counted upon to produce 
radical emotional changes, and these always inter1~pt the progress of 
art, often throwing it into entirely new channels. An agitated and 
restless period of long duration produces a. chaos out of which new forms 
may be expected to emerge. 
Weber and Schubert are often classed as contemporaries of 
Beethoven, yet the latter was also t heir predecessor. They both developed 
the romantic element in sonata-form (introduced by Beethoven) by 
emphasizing the dramatic and lyrical elements. In moments of strong 
inspiration Schubert worked wonders, yet the lack of regular and severe 
study often makes itself felt. The coloring may enhance counterpoint; 
it will not serve as a substitute for it. Contrast of rhythm and a 
l ighter chromatic style is seen in Weber. He followed the custom of his 
day to write in sonata-form, but. it seems as though he would have 
accompl i shed more in the instrumental field had he given full rein to 
his imagination and allowed subject matter to determine form. The first 
movement of his piano-quartet is more of a fantasia, rather t han a 
sonata-form type. Yet, there is also some evidence of contrapuntal work 
in Weber •s piano-quartet. The fugal Finale might have served as an 
inspiration to Schumann's Coda of the last movement of his Quintet, 
Opus 44 - it begins as a double fugue. 
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In comparing the works of the essentially romantic composers, 
one finds they represent great contrasts in harmony, modulation, melody 
and rhythm - as in the unexpected modulations of Schubert and the 
startingly new and rich harmonies of Schumann. Schumann, by his 
writings and compositions, did much to develop the campaign against 
Philistinism, as classicism was then called. Yfith the acquirement of 
much technical skill in music, he f.ound it an easy transition from 
poetic expression in words to the more subtle vehicle of music. He 
was an experimenter and a pioneer, and nothing intrigued him more than 
to explore the power of music in the delineation of characters and 
events found in the poetry of the period. 
Schumann did not surpass Schubert in his modulations, but the 
constant transitions introduced are kept in better balance. The 
subjects are not so suited to thematic development as those of 
Beethoven; and to compensate for ·t.his, more subordinate themes are 
introduced. These, combined with allusions to the chief theme, fill 
up the gap. Characteristic for Schumann are employment of polyphony, 
-
with its ever entangling web of various parts, and obscured rhythmical 
effects. The principal musical virtue of Schumann, however, was his 
modern feeling for harmony in all its rich and varied coloring. 
Noteworthyis a passage in the Andante of the Quartet, Opus 47. Here, 
a succession of seventh in the chief melody illustrates Schumann's 
frequent tendency to write passages in which a phrase or melody is 
repeated at another pitch several times in succession. To sum up the 
characteristics of Schumann, we might say that with him harmonic 
feeling comes first, polyphonic effects next, and pianistic technique last. 
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Brahms' technique seeme to have been derived mostly from 
Clementi with his primitive, bare and direct successions of thirds, 
sixths and octaves; but the massed chords and cross-rhythms are 
principally from Schumann. Brahms studied the special means by which 
Beethoven, in some instances, sought to accentuate t he unity between 
various sections of the work. He steeped his soul in the romantic 
mus ic of Beethoven, Schubert and Schumann and trained his intellect in 
the modern use of counterpoint (for instance, the Trio of the Scherzo 
of Quartet, Opus 26, begins with a canon of twenty-one bars). We 
might describe Brahms' style in the words of Spitta: "A manliness that 
is almost brusque, a dislike for purely emotional music, stern conciseness 
in the melodic matter, a delight in organic structure, particularly by 
the use of strict polyphony, all combining with the freer style of 
Beethoven to produce entirely new results." Brahms' works for piano-
string ensemble are, to some extent, influenced by the traditions and 
ideals of both classic and romantic composers. He used all the devices 
and technical methods that were generally kno~m and accepted in his day. 
But what makes his work so uncompromisingly individualistic is his 
emphasis on certain particular styles of treatment. 
Dvoi~ also used much contrapuntal work in his compositions 
(the fugato in the Finale of the Quintet, Opus 81). In regard to 
rhythm, both Brahms and Dvof Ak derived from folk elements - the former 
from the gypsies, the latter from Czech and Slav folk dances. Harmonically, 
Dvof&k is not especially daring for his time; but the harmonic structure 
is full of surprising turns and disgressions. 
CHAPTER III 
THE PIONEERS 
Influences of the Mannheim School 
The mid-eighteenth century saw the rise of an important school 
in Mannheim. Here Johann Stamitz (1717-1757), with the help of other 
Bohemian, German and Austrian composers, inaugurated an entirely novel 
type of orchestral music, thus laying the foundations for the symphonic 
style of the classics. 
The most significant features of the new style were the melodic 
prominence of the violins in an essentially homophonic, non-contrapuntal 
texture, abandonment of imitation and fugal writing, presto character of 
the quick movements, use of dynamic devices and a variety of a novel type 
of effects and figures. Of greatest importance for the development of 
piano-string chamber music, however, was the liberation from the basso 
continuo about 1780. One of the disciples of the a~eim School, though 
far removed from his spiritual home, was Johann Schobert. 
Johann Schobert (c.l720-1767) 
Schobert was a composer whose chamber music with piano must be 
considered a milestone in the development of clavier-string ensemble music. 
Not much is known about Schobert's life. It is assumed that he was born 
in Silesia around 1720 and was brought up in Strassbourg. The latter 
part of his life was spent in Paris -as chamber musician to the Prince de 
Conti. On August 28, 1767, he died - together with his entire family -
of mushr~om poisoning. 
Burney considers the merits of Schobert's compositions in the 
introduction of the brilliant Mannheim style upon the clavier, and, 
"by light and shade, alternate agitation and tranquillity, imitating 
the effect of an orchestra.nl 
But .along with the Mannheim characteristics there is an 
impulsiveness, a power and a degree of force that testify to the 
individualistic creative ability of a great musician. 
In 1909 Hugo Riemann edited a volume of piano-string ensemble 
works by Schobert.2 It is here that we find two of the four quartets 
for clavier, two violins and cello. The keys of the quartets are: 
E-flat major (Opus 71 and Opus 141), G minor (Opus 7111), and F minor 
(Opus 7II), 
Quartet in E-flat Major, Opus 14I 
This is the only piano-quartet in a series of six sonatas, 
entitled, "Six Sonatas pour le Clavacin dediees a Madame de 1a Valette 
12.ar Mr. Schobert de la Musigue de s . .A. s. Monseigneur le Prince de 
Conti. Opera 15. The work was edited about 1770. 
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1 Charles Burney, General History of Music, (London, 1759), p. 598. 
2
nenkmaeler deutscher Tonkunst, (Leipzig, 1909), Part I, 
Volume 59. 
The first movement is an "Allegro assai" .. The main theme is 
formed by a descending scale, which is accompanied by the bass a 
third lower. Characteristic for this movement are the suspensions 
in the first violin. The dark, mysterious quality here is 
emphasized by the "con sordini" of the violins. 
J !t!L§c ~ J Q) J I j \ j l _t ].J!f 
Tense syncopations find release in the simple second theme, 
which is presented by the first violin. 
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The development is simple. It begins on the dominant with 
the first theme. Using the material of the right hand piano 
part, Schobert develops a free sequence, leading through the 
keys of .G major, C minor, A major, and D minor. 
The recapitulation is again in E-flat major. The only thing 
noteworthy about it is that the section of the first theme here 
is four measures shorter than in the exposition. 
The second movement is a "Polonaise." The three-part scheme 
of the polonaise is easily recognizable here: A (a-b) -~-A (a-b). 
The first part (A) is binary. 
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The quartet closes with a Tempo di Menuetto. Here we find a 
rare attempt at a unification of the whole work, as the subject of the 
menuet is derived from the first movement, 
! J l ) \ 
While the violins bring the theme, the clavi:.er ornaments it with quick 
sixteenth-runs. The Trio i s in three sections (A-B-A). It achieves a 
special effect by the repeated use of a chromatic sigh-motif in the 
clavier part: 
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This sonata was Schobert's last clavier-quartet. It is the 
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most remarkable through its unity. The connection of a sonata movement 
with a polonaise and a menuet points to the lqng struggle between the 
sonata and the suite form. 
Quartet in E-flat Major, Opus 7I 
The first theme of the opening Allegro moderato is made up of 
broken chords in the right hand of the pian9 PB.!:t, . without much melodic 
life, while the left hand and the cello supply the harmonic foundation. 
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This extensive use of the broken-chord technique points 
directly towards the Man~~eim School . Stamitz used this 
technique quite frequently in connection with wind instruments.1 
It is interesting to note that the b ;o violin parts could easily 
be performed by wind instruments, as they consist of long 
sustained notes and the natural tones of a wind instrument. 
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The second theme forms a great contrast to the somber first 
theme. It is very much in the Rococo spirit . 
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The development is quite l engthy (forty-seven measures) and 
repeats the first theme in B-flat major without any alteration. 
Only then does Schobert begin to modulate the thematic material 
(from B-flat major, over G minor, to C minor). 
In the t wenty-fifth measure of the development v1e find a 
nev; motif, which does not seem to have any connection with the 
preceding material. 
1 
Buecken, Handbuch der Musikgeschichte, p . 90. 
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The development seems to lack an inner cohesion. It appears 
more like a series of musical thoughts that are just stringed 
together. 
The recapitulation brings the first theme in E-flat minor, 
instead of major. 
The "Menuetto" follows the first movement. It is especially 
interesting through the sudden changes from 'forte' to 'piano' in 
the beginning of the periods. 
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The final movement, an "Allegro assai", is in sonata form 
and could be considered a typical example of the classical presto 
finale. It has no thematic connection with the t wo preceding 
movements and forms an effective ending to the quartet. 
The exposition is unified. After ten measures the first 
theme modulates to B-flat major. 
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The second theme follows immediately. 
The development brings modulations from B-flat major, over 
C minor, to E-flat major. The section leading into the 
recapitulation is interesting through repetition of a chromatic 
phrase in the bass. 
iY :, w 
The recapitulation starts in E-flat minor, but gradually 
changes to and ends in E-flat major. Of this quartet the final 
movement is the most powerful. 
Schobert must be credited with systematically establishing 
a chamber music literature in which the clavier part is fully 
written out and with laying the groundwork for the important 
media of piano-quartet and piano-quintet. The roots of Schobert's 
piano-string ensemble music may be found in its predecessors: the 
trio-sonata, the chamber-trio, chamber-quartet, and the clavier 
concerto. Schobert certainly did not achieve the perfection of 
this type of ensemble music, as the string parts of the quartets 
do not quite bear out the promise given to the clavier parts. The 
'cello, with few exceptions, doubles the bass notes of the clavier 
part. The violin part contains a few small countermelodies, 
progresses in thirds with the piano melody, or adds a bit of 
rbythmic vitality to the harmony notes. Occasionally the violin 
is entrusted with the theme for a few measures, but it then 
lapses into its accompanying role again. 
Schobert definitely developed the function of the piano part 
to a remarkable degree. Besides four clavier-quartets, he wrote 
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seven clavier-trios,and thirty-two duos. Besides Schobert there are 
numerous other composers of this period who wrote clavier-quartets with 
t wo descant parts. Typical of this type of clavier-quartet is the 
dominating position of the keyboard instrument. Next in importance come 
the violins (the t wo upper parts), while, for the greater part, the 
cello is still only, doubling the bass part of the clavier. In these 
quartets the number of movements is still uncertain: the majority of the 
works are in three movements; some are in five, .and a few in only two. 
Joseph Anton Bauer (1725-1808) 
Ji. native of Bohemia, Bauer was cour.t trumpeter in Wuerzburg. 
From 1772 to 1776 he wrote nine clavier-quart~ts (Opus 3 to Opus 5). 
Unfortunately, we have only the opening bars of each quartet in the 
Thematic Catalogue.l Of these the three quartets of Opus 5 were scored 
for clavier, flute, violin, and cello. The keys are: 
C major (Opus 5 No. 1 and Opus 4 No. l) 
G major (Opus 5 No. 2 and Opus 4 No. 2) 
F major (Opus 4 No. 5) 
D major (Opus 5 No. 5 and Opus 5 No. 5) 
Bb major (Opus 5 No. 1) 
!A. major (Opus 5 No. 2) 
Wilhelm Altmann writes that in these quartets the clavier is 
still dominating, while the three other instruments are more of an 
accompanying character.2 Nevertheless, the flute and the violin here are 
l Denkmaeler der Tonkunst in Bayern, (Leipzig, 1915), Volume 28. 
2 Wilhelm Altmann, Handbuch fuer Klavierguartettspieler, 
(Wolfenbuettel, 1957). 
used more for melodic purposes. At times the flute and the violin take 
over the melody in octaves, thirds, and sixths, while the clavier supplies 
the harmonic background by rapid~ played broken chords. On~ the cello 
is still subordinate, and, excluding some connecting figures, identical 
with the bass part of the clavier. Considerable progress -and achievement 
are shown in the works of G. J. Vogler. 
Georg Joseph Vogler (1749-1814) 
~ native of Wuerzburg, £bt Vogler spent the greater part of his 
life travelling. There are many curious stories illustrating the strange 
character and eccentric habits of this man. In the latter part of his 
life he settled in Darmstadt, where he died in 1814. It is certain that 
-Abt Vogler met Mozart in Mannheim, Beethoven in Vienna, .and that Weber 
at one time was among his pupils. 
Although the musical contents of Vogler's compositions did not 
survive his time, he must, nevertheless, be credited with making at least 
one important contribution to the formation of the modern piano-quartet 
and quintet: Vogler is the originator of the piano-string instrumentation 
that was to become traditional. He introduced an instrument hitherto 
not used in piano chamber music - the viola. 
There are two works by Vogler for piano-string ensemble. In 1778 
he wrote a piano quartet in two movements, entitled Notturno (in E-flat 
major). The first movement is in sonata form and employs the main theme 
from the ouverture to Vogler's operetta, The Merchant from Smyrpa. 
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In 1796 Vogler v~ote -a sonata for piano with string quartet 
accompaniment, entitled, La brouillerie entre Mari at Femme. In this 
composition Vogler follows the programmatic trend we first met in 
Kuhnau's sonatas. The plot is simple: a melodious, touching introduction 
to the first movement pictures the idyllic marriage. Suddenly there is a 
rest, .after which follows an indication of the bad mood of the husband, 
which is contrasted by the gracious patience of the wife. Their quarrel 
is described in a wild Allegro. The second movement, a calm Andante, 
suggests that the elements have quieted down and that finally peace has 
been reinstated.1 
Vogler's contributions to the development of the 11 equal-terms-
principle" in piano-string chamber music should not be underestimated. 
Besides originating the modern piano-quartet and quintet instrumentation, 
he also elevated, for the first time, the string group to equality with 
the piano part. 
Luigi Boccherini (1745-1805) 
A contemporary of Haydn and Mozart, Boccherini was a prolific 
composer of chamber music. His instrumental works amount to a total of 
nearly five hundred. The ability of Boccherinil~ chamber music is obvious 
and unquestionable. He is certainly wanting to some extent in force and 
contrast; but expressive melodies, good treatment of ideas and a dignified 
style are never absent from his music. Hans Keller points out the striking 
similarity between the last movement of Boccherini's string quintet in C and 
1 James, ~t Vog1ers Kompositorisches Wirken, (Berlin, 1904). 
movements of at least three of Mozart's major works (the piano 
sonata in D, K. 576, the piano sonata inc, K. 457, and the 
piano concerto in E-flat, K. 449).1 Also, Einstein reminds us 
that Mozart owes much to Boccherini.2 
At .any rate, Boccherini belongs to one of the most 
productive and important, though not necessarily most inspired 
composers of chamber music. 
It should, therefore, not be surprising that he should 
also have written twelve works for piano with string quartet. 
Boccherini's Opus 46, composed in 1797, is entitled, 
"Six Quintetti pour Piano, 2 Violons, Alto e Celie. 6 Livraisons. 
--P., Pleyel - Lavinee." 
These quintets -are said to be of great beauty, especially 
the quintet No.5; also, the 11Menuet and Variations" on a theme 
from Opus 40, which are in quintet No.s.5 
The six quintets of Opus 5la, composed in 1799, were 
originally dedicated to the French nation and republic. Later 
the publisher dedicated the edition to the Duchess de Berry. 
1 
Keller, Mozart and Boccherini (article in r~sical Review, 
November, 1947). 
2 
Einstein, Mozart (Oxford University Press, 1947). 
5 
Schletterer, Luigi Boccherini, in Sammlung Musikalischer 
Vortraege (Leipzig, 1882). 
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They bear the title, "Six Quintetti sp~cialement composes pour 
le Piano Forte avec accompagnements obliges et concertants de 
I 
2 Violons, Alto e Violoncelle; Oeuvre posthume. Edition 
dedidee a Mill9 la duchesse de Berry. --P., Nouzon - Bonn, Simrock". 
The Quintet in A-Major, Opus Sla, No.1, is in four movements. 
The first movement, an ":Allegro moderato", begins vrith a brisk 
theme in unison. 
The second theme is presented by the first violin on the 
dominant, while the other stringed instruments provide the harmony. 
In the development t he head of the first theme r eceives a 
thorough working out. There are modulations from the key of A 
to D, G, c, F, and a, until finally the key of A is reached 
again. The second theme is now being presented in A major, and 
t he whole movement closes with a sweeping coda. 
The fol lowing 11Menuetto 11 is of a delicate and graceful 
quality. 
The rather marked Trio provides a good contrast to the 
"Menuetto". 
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The third movement is an "Andantino". It is in song-form 
(A-B-.A.). 
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The final movement, a forceful "Allegro giusto", is in 
sonata form. The main theme is first exposed in the strings, after 
which the initial eight bars are repeated together vdth the piano. 
After a short bridge passage the second theme is presented 
in the dominant key of E major. The movement closes with a 
brilliant coda. 
The Quintet in E Minor. Opus 5la No. 2 is in five movements: 
Andante 
Menuetto 
Allegro vivace 
Andante 
Provensal - ,Allegro vivo 
The Quintet in B-flat Major, Opus 51a No. 5 is in four 
movements: lllegretto 
Menuetto 
.Adagio 
Allegro un poco vivace 
These works should be acknowledged as being among the 
earliest examples of piano-quintets on an almost "equal-terms-
principle. 11 
All participating instruments are kept busy throughout, and 
it must be noted that the tcello part is given more responsibility 
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than just doubling the bass part of the piano. 
The piano part at times is &wkward. Boccherini was not a 
pianist and probably did not know of the development piano 
technique had experienced during the late eighteenth century. 
Boccherini's works certainly do not possess the ingenuity 
of Mozart's compositions, but they must be recognized as serious 
attempts at the improvement of piano-string chamber music. 
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CHAPTER IV 
THE FIRST CULMINATION IN THE CLASSICAL ERA 
Wolfgang Amadeus Mozart (1756-1791) 
The two piano-quartets by Mozart beyond doubt represent a high 
point in the literature of piano-string ensemble music. We have already 
talked about the achievements of men like Schobert and Bauer. It is 
certain that especially Schobert exerted a strong influence on Mozart, 
particularly in regard to the treatment of the piano. In 1778 Abt Vogler 
originated the new instrumentation. Whether Mozart knew of this or 
whether he found it independently is uncertain. At any rate, Mozart's 
two master works in G minor and E-flat major leave the works of his 
predecessors far behind. They are pieces of true chamber music, making 
virtuoso demands upon the pianist, but allowing the strings full 
responsibility in establishing a real ensemble texture. 
Quartet in G Minor, K. V. 478 
The Quartet in G Minor was composed in July of 1785. Of 
significance is the key of G minor, which always meant something very 
special to Mozart. To him this was the key of fate. Mozart's most 
inspired and greatest works are all in the key of G minor. 
This is no longer in any sense music of mere sociability, which 
can be listened to superficially. The Quartet in G Minor deals with 
unusual earnestness, passion and depth. 
The first movement, an "Allegro", opens with a marked theme 
in unison which stamps the whole movement with its character. 
New is the distribution of the theme between the strings and 
the piano. 
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The second theme in B-flat major is gay, and carefree. 
The development brings a new theme which seems related to the 
beginning of the first theme (the downward skip of the fourthl). 
The recapitulation is followed by a coda. 
The following "Andante" is of a calm resignaioion that is only 
momentarily interrupted by more excited thirty-second runs that 
50 
51. 
vaguely seem to remind one of the desperation of the first movement. 
The movement (in B-flat) is in binary form. The first theme is 
nineteen measures long and begins in the piano. 
The second theme is presented in the dominant key. The first 
four measures are brought by the strings, after which the piano 
takes over. 
$~· J y I 
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The finale, a "Rondon in . G ma.j or, is f'u.ll of manly jubilations, 
and complete the balance of the work. 
In this rondo we find a repeated alternation of the string-
body with the piano part. Most of the time the piano first brings 
the musical thought, which then is taken over and repeated by the 
strings, etc. 
There are four different t hemes in the first part of the 
rondo: 
The first episode is in G major and its melody is of a simple, 
folk-like character. 
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After this has been repeated by the strings, the piano plays 
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a beautiful, little melody in D major. This :,Later served Mozart in good 
stead in 1786 when it became the germ of his Rondo in D h~jor, K. v. 485. 
I i . 
Next .comes another theme, .which is charming in its simplicity. 
The final theme in D major is particularly refreshing through 
its phrasing. 
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The general scheme of this rondo would be as follows: 
A B Q ~ ! A B D ! A Coda 
The keys: G G D D D G g G G G 
G 
'rhe only companion piece to this work is the Qua,rtet in E-flat Major. 
Piano Quartet in E-flat Major, K. V. 495 
This work was finished less than a year after the completion of 
the Qu&rtet in G Minor (dated July 3, 1786). 
It is bright in color, but irridescent, with hints of darker 
shades. The work is full of originality, freshness of invention and 
craftsmanship. 
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Einstein calls attention to the influence on this work of a 
quartet by Schobert, which Mozart had first heard two decades earlier 
and whose sweeping power '"still enriched Mozart's fantasy years later. nl 
The first movement, an illegro, begins on a calm organ pedal; this 
lasts for four measures and is followed by the dotted unisono beginning 
of the first theme. 
The second theme in the violin is advanced by two measures of the 
theme in the piano. The closing group of the exposition is interesting 
by the introduction of new themes. 
The development begins with two measures of the second theme in 
the strings. These are answered by the same two measures in the piano, 
but this time in B-flat minor. The rest of the second theme is presented 
on the subdominant of D-flat major, which is followed by D-flat minor, 
E-flat minor and G minor. A short organ pedal on the dominant of G minor 
seems to lead to a close, but after repetition of the head motif of the 
second theme there follows a strict canon at the octave in the strings. 
The recapitulation is complete. The ·coda is significant through the 
constant use of the head motif of the second theme. 
The following Larghetto (in ..A-flat major) is one of the most 
beautiful movements ever written by Mozart. It is in sonata form. 
l,ubert Einstein, Mozart, (Oti'ord University Press, 1945). 
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The final movement is a Rondo (Allegrett o}. 1lhereas the rondo of 
the Quartet in G minor was more of a song-form type, the rondo of the Qu&rtet 
in E-flat major come~ close~ __ to a combination of sonata form and rondo form. 
Instead of a development there is a repetition of the first theme, which is 
followed · by a new theme on the subdomina.nt. The first and second themes 
are in the tonic-dominant relationship, while the recapitulation presents 
both themes in the key of the tonic. The first theme is "the purest, most 
childlike, and most godlike melody ever sung. u1 
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Throughout the movement the following r eckless motif reappears, thus 
contributing to the unity of the rondo. 
Contrasting to the first t heme is the calm second subject • 
. After having .again presented t he first theme, and after subsequent 
modulations to C minor, E minor, and E-flat major, there appears another 
theme in ~-flat major. For a while this new theme seems to dominate, but 
lAlbert Ein~tein, Mozart, (Oxford tr.niversity Press, 1945), p. 265. 
aoon again material from the- preceding sections takes over. The second 
theme reappears on the tonic and is soon followed by t he first theme in 
the strings, thus leading the movement to an impressive close. 
To this day, these two quartets, despite the excellence of their 
musical content, are performed on rare occasions only. 
Three Early Piano-String Quartets 
by Ludwig van Beethoven 
Ludwig van Beethoven was born at Bonn, on the Rhine, in 1770. 
Ludwig's musical heritage came largely from his parents • side: two 
generations of Beethovens were employed as musicians at the court of the 
Elector in Bonn. Musicians were numerous in Bonn, and Ludwig's early 
teachers were his father's personal friends or local church organists. 
About 1781 he became the pupil of Neefe, who exerted a strong influence 
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on the boy, In 1787 Beethoven was able to go to Vienna., where he played 
for Mozart, who in turn was greatly impressed by Ludwig's achievements and 
talent. In 1792 Beethoven finally moved to Vienna, where he stayed until 
his death in March of 1827. 
Beethoven's youthful environment had been fairly steeped in a 
musical culture, which for discrimination, taste, and enlightened enthusiasm, 
has probablY rarely been equalled. Young Beethoven eagerly absorbed all 
these influences and gradually developed his very own style. Throughout 
his life chamber music remained one of his major interests. 
Beethoven was merely fifteen years old when he wrote his three 
quartets for piano, violin, viola and cello (in 1785). But because hi,s 
father had falsified his son's birth date - hoping to make the prodigy 
seem even younger than he was - Beethoven wrote the quartets in the 
belief that he was only thirteen years old.1 The works were published 
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posthomously in 1852, in the order of E-flat major, D major, and C major. 
The C major, however, was the first to be 'i'tri tten, and hence may be 
recorded .as Beethoven's first c~ber music composition. 
It is doubtful whether Beethoven was .acquainted with the 
compositions of his predecessors in this field, although it is known 
that Joseph .Anton Bauer's piano-quartets circulated in Bonn .as early as 
1775 (the year of their publication). But how greatly does the fifteen 
year old Beethoven surpass the efforts of all the composers before him! 
Mozart's two great piano-quartets cannot have been the incent~ve 
for these early works, as they were written shortly after Beethoven's 
quartets were composed, Mozart's piano-quartets were among the first 
piano-string combinations in which a true ensemble texture appeared in 
the string parts. But Beethoven also achieves this to a remarkable 
degree. Themes are given to violin and viola with great frequency. 
The cello, for the greater part, is still subordinate, although there 
are ~everal instances where it is of obbligato importance, 
Beethoven's piano-quartets are each in three mo~ements, as are 
all of Mozart's chamber music with piano. In regard to the instrumentation, 
there is no proof that either Mozart or Beethoven were acquainted with 
A.bt Vogler's piano-quartet, which had been writ.-l:ien seven years earlier 
(1778), It is possible, of course, that they had heard .about it • 
. Aside from the arrangement of the Piano-Wind Quintet, Opus 16, 
for piano-string quartet, these three quartets are Beethoven's only works 
for this combination. They bear no opus number. It ia significant that 
~omer Ulrich, Chamber Music, (New York: 1948). 
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the catalogue of Beethoven's compositions shows a list of seventeen 
works in the chamber music category before the appearance of the three 
trios which he singled out as his Opus 1. 
Piano-Qu&rtet in C Major 
This quartet must have been Beethoven's favorite, as some of its 
material recurs in his later works. The connecting section between the 
first and second themes of the opening movement was later given exactly 
the same function in the Piano Sonata Opus .2. number 5. The beautiful 
second theme was taken over in its entirety: 
The second movement, an .Adagio con expressions, later became the 
slow movement of the Piano Sonata Opus 2 1 number 1. It is of astounding 
depth and maturity. And yet it is the product of a boy of only fifteen 
years! The movement is in F major, and the m~lo4y is sung by the piano, 
assisted by the violin. 
1 
In the . middle section the piano is of a merely accompanying nature, while 
the viola, the violin and also the cello indulge in runs and ornamentations 
of a truly concertizing nature. 
The last movement, a Rondo, ,shows a _ much clearer structure and 
is more characteristic than in the two other quartets. The general 
scheme is simple: A-B~A-C-A-Coda, 
Piano- Quartet in E-flat Major 
The Qllartet in E-flat major shows an extremely strong influence 
of the Sonata for Violin and Piano in G Major, K, V. 579, by Mozart. 
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The first movement, an Adagio assai, opens with a calm exposition 
of the first theme in all four instruments~ 
m ~ il r I f i \ j ~ j, ] I j 
Of interest is the dialogue between t he violin and the viola, in which 
even the cello occasionally partakes. Hans GU points out that young 
Beethoven still had to struggle with technical difficulties, as can be 
seen by the open fifth-parallels at the end of this slow movement,l 
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The following ~egro con spirito seems to have more of the 
spirit of the later Beethoven·, although it still shows his dependability 
on Mozart and also exhibits some strong influences of t he Mannheim School, 
1 ' Hans Gal, Stileigentuemlichkeiten des jungen Beethoven, 
(Leipzig, 1916), 
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Beethoven also shows a particular preference of the viola, to 
which he even entrusts longer soli. In the last movement of the Quartet 
in E-flat major Beethoven gives the viola the lead in an entire 
variation! 
That the viola must have been. one of his favorite instruments is further 
proven by the fact that he later (in 1789) entered the court orchestra 
as a viola pl~er. 
The cello, which was destined to be the last of all the ensemble 
instruments to free itself from the shadows of the thorough bass, is also 
given more responsib~ity in these early quartets. An example is the 
cello ~ariation from the last movement of the Quartet in E-flat major: 
ffi Q [fit ·~ r: ~.t_fi-·~ ~: ~~ ~ e & 14rt 1 m LJ j 1 tiJI ® 1 
It is of importance to note that in these early piano-quartets 
young Beethoven, for the first time, uses the coloristic contrast of 
the string body to the piano, by having .them appear antiphonally. An 
excellent example for this is provided in the first movement of the 
Quartet in D major. 
The last movement of the Quartet in D major is in rondo form. 
The structure here is quite distinct: two fermatas divide the movement 
into three separate parts. 
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The first theme is strangely similar to the material Beethoven 
later used in the last movement of his Eroica. 
Mozart, :who wrote his piano-quartets at about the same time, also 
invents the :antiphonal effects in his quartets. The amazing fact is that 
most probably Mozart and Beethoven did not know of each other's works at 
the time, and yet they have so many trends in common! 
Mozart's compositions, of course, are much deeper and of far 
greater musical value tha.n Beethoven's, who was just embarking on his long 
and glorious career. But summarizing the progress and accomplishments made 
by both Mozart and Beethoven in these works, we might say that they: 
1) definitely acknowledged and confirmed the viola as :an 
important member of the group 
2) used the coloristic and expressive opposition of the string-
body to the piano. Even themes .are divided between these 
tonally contrasting instruments. 
Com~·ing Beethoven's early quartets with the master works of his 
later periods, one must agree with most biographers that they certainly 
do not show Beethoven at his best. But viewing these works as links in 
the long chain of piano-string ensemble works, one must admit that they 
are of prime importance, leaving the works of his predecessors far behind. 
Comparison Between Mozartts K. V, 452 
and Beethoven's Opus 16 
Wolfgang .Amadeus Mozart went further than most of his 
contemporaries in indicating the great paths of grov~h upon which the 
coming century was to set forth. It was not until his later years, 
though, that he wrote chamber music with piano, 
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On March 50, 1784, Mozart finished his unique Quintet in E-flat 
Major, K. V, 452, for piano, oboe, clarinet, horn and bassoon, Among the 
great number of Mozart's compositions for unusual instruments and strange 
combinations (the Divertimenti for t wo flutes, five trumpets and four 
drums, the Concerto for Flute and Harp, the Pieces for a Musical Clock, 
:and the ;A.dagio ·and Rondo for flute, oboe, cello and glass harmonica), t he 
piano-wind quintet takes a very special place. This work is .a triumphant 
solution of one of the hardest problems in musical construction - that 
of giving full scope to elements of contrast without sacrificing the 
e.ssential unity of the composition. 
:Mozart himself considered this quintet to be nthe best I have ever 
composed," as stated in a letter to his father of April 10, 1784, after the 
first performance of the work, 
It would be difficult to agree that the _ Quintet, K. V, 452, is 
greater than Mozart's other mature works. But it_is truly ~zing to 
realize the ease and facility with which Mozart solved all the practical 
difficulties of this combination, 
Mozart's incompar~ble feeli ng tor t i mbre led him to set the wind 
instruments off against each other, This created concertante effects 
within the wind complex quite apart from the concertante grouping of the 
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piano and the wind .as two separate masses. Thus, side by side with the 
large-scale contrasts of timbre, which often follow in close succession, 
a most ingenious play is made with little motifs which flit from one 
instrument to -another. At times these little motifs also vary their form, 
according to the nature of the instrument eMployed. 
The introduction (Largo) is exceptionally long and beautiful. 
It is interesting to note that in the first nine bars of the introduction 
.all the instruments have already appeared, both individually and together. 
The following .Allegro moderato opens with ,a quasi Italian main 
theme, the emotional richness of which is checked in the third bar by an 
outburst of heroic vigor: 
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The second theme ::j.s an e~ple c;>f Mozart. 1 s amazing mastery. It is ._ 
presented in close dialogue between the piano and the other instruments. 
The following running theme in t~e piano part not only forms a splendid 
contrast to the foregoing but, more important, serves the practical 
purpose of allo,r.wng the wind instruments space for breathing and rest. 
The opening theme of the following Larghetto displays a splendid 
coloristic variety with its alterations between solo and tutti. The 
closing movement is a freely constructed rondo (Allegretto). It is 
full of surprises and unexpected turns and effects. Toward the end there 
is a cadenza in tempo, a _passage in which the five instruments seem to 
extemporize together with no definite .allusion to themes. .At last the 
oboe comes v:ith the final trill, after which the piano returns with the 
rondo-theme. 
There is not the least sign of awkwardness or artificiality in 
this work; yet this is Mozart's only work for this combination, and it 
is not the result of painstaking -and long experiments. 
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It is an .acknowledged fact that young Beethoven often used works 
by other composers as springboards for his own compositions. The term 
Period of Imitation for this first stage of Beethoven may be readily 
justified; for there is regularly visible the dominating influence, and 
even the actual unconscious copying, of the works of certain contemporaries 
or of artista of the preceding generation (C. P. E. Bach, Haydn, Mozart). 
Mozart's influence on Beethoven even goes back to the latter's 
early childhood. With the example of the Mozarts before his eyes, the 
elder Beethoven had sought to exploit Ludwig's talent, much as Leopold 
Mozart had Wolfgang 1 s. Wolfgang -Amadeus Mozart, the child prodigy and 
the great master, had always been Ludwig van Beethoven's ideal. But, 
feeling that nothing Mozart did could ever be surpassed, Beethoven usually 
tried to avoid imitating any of his works. 
BeethoveriTs Piano-Wind Quintet, Opus 16, _however, shows Beethoven 
under the strong and direct influence of Mozart's immortal masterpiece. 
The composition is not only in the s~e key but -also _exactly for the 
same combinatiop. Composed between the years 1796 and 1797, it was first 
performed at -a concert of Schuppanzigh in Vienna on April 6, 1797. It 
was published in 1801 and was dedicated to the Prince of Schwa.rtzenberg. 
The following amusing story is cqnnected with t his composition: 
During a performance with the famous ~funich oboist Ramm, Beethoven took 
the advantage of a fermata to improvise a _cadenza. E~ch time he approached 
the final 6/4 chord the players would prepare to play, only to find 
that Beethoven had gone off on a new idea. It is reported that, as a 
result of this practical joke, Ramm became very indignant. 1 
The work is in three movements and its general construction is 
very similar to Mozart 1s. A stately introduction (Grave) precedes the 
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first movement. Rich sonorities and an air of largeness are characteristic. 
The Andante is a long, melodious p:i,.ece in large rondo form. The 
opening theme, however, ia of a suspicious similarity to Zerlina's .air, 
nBatti, batti," from Mozart's Don Giovanni: 
It is true that in the quintet the rhythm differs from that adopted by the 
Sa.J.zburg master, but the melodic outline is nearly identical in the two 
versions: 
The finale (lllegro ma non troppa) is again a ronda: brilliant, 
fast, and full of humor. Although this work is the least characteristic 
of all of Beethoven's compositions, it is of great beauty and true 
inspiration. In comparison to Mozart's quintet, however, it must be 
admitted that Beethoven's work stands behind the composition that served 
him as a model. 
~f.aul Nettl, Beethoven Encyclopedia, {New York: 1956). 
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Beethoven, young, -ambitious and eager to write on a larger scale 
than Mozart, was not always completely equipped with the new resources 
that were necessary for the carrying out of his larger schemes. His 
melodies and phrases are of such length that, in order to give the wind 
instruments a chance to breathe, he is obliged to make the necessary rests 
take the form of equally long silences while the piano takes over in full 
statements and counterstatements. 
Mozart's work is not only shorter, but his themes .are minutely 
divided--among the instruments so as to best illustrate the tonal character 
of each of the four wind instruments. None of these are disproportionally 
prominent, not even the cl-arinet sharing the leadership with the oboe. 
In turn, none of the instruments are subordinate, not even the horn. 
The delicacy of feeling with which Mozart touches the boundaries of the 
concertante field without overstepping them can only be admired, not 
surpassed. 
Beethoven's :Arrangement of the 
Piano-Wind Quintet for 
Piano-String Qu&rtet 
In 1801 the Piano-Wind Quintet was published together with an 
arrangement of the same work by Beethoven himself, for piano, violin, 
viola and cello. Both versions were given the same number: Opus 16. 
In a letter to Breitkopf and Haertel of July 15, 1802, Beethoven 
v.Tites: 
I maintain the same about my piano sonatas (i.e., on~ the 
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composer is justly able to transcribe his works for other instruments); 
not on~ do certain places have to be omitted and changed, but there 
have to be additions made; and this is the pitfall that can be 
overcome on~ if one is the master himself or at least has the same 
skill and invention.l 
Beethoven's striving for a better and more intense effect of the 
composition is testified by the numerous little additions and changes this 
work underwent. Wind instruments need much consideration in the providing 
of breathing spaces. They cannot, like a stringed instrument, continue 
for pages together without stopping. They need not on~ spaces in which 
to catch a breath, but from time to time longer rests in which the player 
may draw long breaths .and take the strain altogether off his lips. 
Beethoven knew this very well. But the long, undivided themes of his 
piano-vdnd quintet force him to inject equally long rests in the wind 
parts while the piano takes over. 
That .this is not .altogether satisfactory to Beethoven himself 
is proven by the fact that, when he arranged the ~ork as a quartet for 
1A. w. Thayer., . Cbronologisches VerzeichniS dar Werke Beethovens, 
(Berlin, 1865), p. 528. 
( 
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piano and strings, he inserted additional accompaniments for the strings 
in at least the latter parts of every of these long rests. It, therefore, 
seems clear that Beethoven did not feel that the giving of long rests 
to one instrument after another was the high~st ideal of instrumental 
polyphony. It ?las the only thing, however, that the wind instruments 
could do with these long, indivisible themes. 
The important changes that Beethoven made in this arrangement 
may serve as proof that Beethoven was anxious to give to the world a 
piano-string quartet that would establish him -also as a superior master 
in this field. 
In the Grave and Rondo Beethoven undert9ok only smaller changes, 
such as adding the strings in some instances where there had been rests 
in the piano-wind quintet. In the .Allegro and Andante Beethoven 
achieved an excellent adaptation for the piano-string medium by freely 
omitting -and aqding new material (All egro, measure ten) : 
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It is very interestil:lg to q()mpare Beethoven's transcription of' 
wind-voices for str~~d instrument~. .Several times Beethoven even had 
to alter the pitch for one or t wo octaves up or down (Allegro, bar 31): 
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In the Piano-String Quartet, Opus 16, Beethoven reaches a 
height of the •equal-terms-principle" t .hat can only be equalled by t he 
first movement of Mozart's Piano-Quartet in G minor. Each of the 
stringed instruments is proceeding with ultimate independence, even 
the cello. Beethoven's genius thus freed the piano-string quartet 
form from t he last def'iciencies of its period of development. 
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CHAPTER V 
THE ROMANTIC ERA 
Carl Maria von Weber (1786-1826) 
Piano-Quartet in B-flat Ma.ior, Opus 8. Vleber, the great 
Romantic master of German opera, wrote only one work for piano and 
three stringed instruments. This Grand Quatuor pour le Pianoforte, 
Violon, Alto et Violoncelle was composed in 1809. 
In all the works of Weber there is a remarkable contrast to 
the style of his great contemporary Beethoven. Weber's own opinion 
of Beethoven's compositions is best illustrated by his famous outburst 
against the latter. The following statement was made in reply to some 
remarks the publisher Hans Georg Nageli made on Weber's piano-quartet: 
You seem from my Quartet and Caprice to discover in me an 
imitator of Beethoven, and flattering as this might appear to 
many, it is far from agreeable to .• me. In the first place, I 
hate everything tl1at bears the stamp of imitation, and, secondly, 
my views differ far too much from those of Beethoven ever to come 
in contact with hini. The fiery, nay, almost incredible inventive 
faculty which inspires him is attended by so many complic~tions 
in the arrangement of his ideas that it is only in his earlier 
compositions that I find interest; the later ones, on the contrary, 
appear to me only a confused chaos, an intelligible struggle after 
novelty, from which occasional heavenly flashes of genius dart 
forth, showing how great he might be if he chose to control his 
luxuriant fancy. Though I certainly cannot boast of the great 
genius of Beethoven, still I think I can vindicate both the logic 
and the phraseology of my music, each individual piece causing 
a definite impression. For it 'appears to me that the aim of 
artistic composition is to deduce the character of the whole form 
from individual thoughts, and that, amidst the greatest diversity, 
still unity, displaYed by the first principle or theme, should 
always shine forth.l 
lwilliam Saunders, Weber, (London, 1940). 
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The Piano-Quartet, Opus 8, appeared in 1810, without opus 
number, The Adagio of the work had been finished four years earlier 
in Karlsruhe, The composition is in B-flat major and has four 
movements. The main subject of the opening Allegro shows Weber's 
preference for taking his themes from broken chords. It is stated in 
close dialogue between piano and strings: 
~ 
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Before the appel;U'ance of the second . subject, Weber presents a 
phrase in F major, which later recurs in the development. In the 
recapitulation, however, this same phrase is brought after the present-
ation of the second subject: 
The second subject is brought by the piano: 
The developm.en t is ,rather loosely knit . and is . dominf;l. ted by the 
almost constant use of broken chords in the piano . part. The recapitulation 
conforms to the usual pattern. 
To a good extent, the piano actually seems to be accompanying the 
cantabile melodies of only one of the stringed instruments, while the 
two remaining strings either rest or just fill in the harmony by playing 
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long sustained notes. There are considerable solos for viola and cello 
in this movement. The . Adagio ma non troppo is touched with true Weberian 
romanticism. The movement is in A-B-A form, the B consisting of a highly 
contrasting, syncopated Piu moto e con fuoco section. 
In the following Menuetto, the piano part is virtua~ doubled 
by the stringed instruments. The Trio, a cello solo, was once well known 
as the ttBears Dancett: 
The finale (Presto) is in son~ta form. The movement opens with 
eight introductory bars in which the violin states the subject that is 
later to be used in the fugal coda: 
0 0 I p] J I :i f f 
Only then appear the themes of the son~ta movement. The first theme is 
brought by the piano: 
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The. _transition from the development to the recapitulation brings 
another annunciation of the fugal subject, this time fortissimo. After 
the presentation of the second theme in the tonic key, the violin 
immediately begins with the fugal subject answered by the viola and cello 
respectively. Even this highly contrapuntal section of t he Yrork is tinged 
with much chromaticism and romantic effects. The construction of this 
finale seems like an anticipation of t he fugal finale of Schumann's 
• 
Piano-Quintet, Opus 441 
Although Weber's piano-quartet is rich in good thematic material, 
it is marred by a certain degree of r:~tiffness due largely to Vleber•s 
weakness in development. .Above all, Weber was a great dramatist who knew 
well the emotional atmosphere of sound as such and the colorful language 
of harmony. 
Regarding the treatment of the participating instruments, Weber's 
work does not contribute any advance over the works of Mozart and 
Beethoven. It is of no significance for the development and history of 
piano-string ensemble music. Weber's chamber music is little known tod~. 
In 1926 the Piano-Qu&rtet, Opus a, was revived with much success on the 
occasion of Weber's centenary. 
Franz Schubert (1797-1828) 
The twelfth child of the schoolmaster Franz Theodor Florian 
Schubert, little Franz was taught the violin by his father and the piano 
by his brother, Ignaz. It is important to note that Franz Schubert 
virtually grew llP with chamber music as the family regularly met to play 
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quartets. Haydn and Mozart most probably provided the principal material 
for these family gatherings of Hausmusik. Schubert's early acquaintance 
with the technique of quartet style was to be of immense importance for 
him later, when he composed his great works of chamber music. 
When Schubert began to create, Mozart's and Haydn's work was 
complete; and in the same city Beethoven lived and worked. In contrast 
to Beethoven, with all his energy and power, Schubert has been characterised 
as possessing a feminine nature. Instead of Beethoven's concentrated 
motivic elaboration, Schubert wrote broadly stretching, aong-like melodies. 
~is yielding to the constant flow of inspiration was as romantic as was 
his un-Beethovenian delight in the sensuous beauty of sound and in the 
characterizing force of modulating chords. 
Franz Schubert was probab~ one of the most prolific composers 
the world has ever seen; for in the short thirty-one years of his life, 
he turned out close on a thousand works, ranging from grand opera to 
simple song. It is due to Mendelssohn and Schumann, who discovered and 
rescued most of his manuscripts, that this music became known and accepted. 
Adagio and Rondo in F MaJor 
The c.Ads.gio -and Rondo in F maJor for piano, violin, viola and cello, 
was written in October of 1816, when Schubert was nineteen years of age. 
It seems to be Schubert's on~ work for this combination of instruments. 
~though it is not by any means equal to the quintet, it is, nevertheless, 
worthy of attention. 
The .Adagio, which may practically be taken as an introduction, 
is only sixty-five measures long and consists of two almost identical 
sections. After five introductory bars the first subject is brought by 
the violin: 
In measures ten and el~ven Schubert has the strings take over the triad 
movement of the piano part, thus achieving an .alternation in tone color • 
. After due deve~opment the ~econd theme is presented by the piano in 
.:A-flat major: 
The .Adagio leads without break into the _Rondo, which is ·& 
delightfully spontaneous movement. Its principal subject is announced 
by the piano alone: 
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No less gay is the next theme, on which a fairly long episode is built: 
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.This movement eon.taina much brilliant and effective writing. 
At the centre there is another theme, important because an entire episode 
is practically founded upon it: 
. ......--..,. 
1 r b' \ r r 
The entire movement is founded on the three foregoing subjects. 
The recapitulation brings them all in the _ same order but in slightly 
shortened form. The work is highly effective, but it is not chamber 
music in its true sense • . The comparative unimportance of the string parts 
render it rather a piano solo with accompaniment. Let us examine the 
Rondo from this point of view: 
The first theme of thirteen bars is brought by the piano alone. 
In the following twenty-nine bars_ the strings could just as well be 
omitted as all important. harmonic substance is in the piano part. .A. 
tutti section, in which the piano part is virtually doubled by the strings, 
leads into the second theme, which again is presented by the piano solo. 
Occasionally the strings have little countermelodies. On the whole, 
however, this work hardly shows any greater independence of the individual 
instrumental parts than Schobert's early clavier-quartets. Despite this 
drawback, which, it must be admitted, is an enormous one, the Adagio and 
Rondo is -a. "capital little work." 
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Trout-Quintet, Opus 114 
There is no question of the significance of the Forellen-Quintet, 
written in 1819. Previously the only quintets · with piano of any importance 
were the Piano-Wind Quintet, K. V. 452, by Mozart, and the Quintet, Opus 16, 
for the same combination, by Beethoven, Schubert's Trout-Quintet stands 
out as being the first great example of chamber music for piano and four 
stringed in13tru.ments (violin, viola 1 cello and bass) • 
.According to Stadler, the Trout-Quintet, on Schubert's song 
Die Forelle, was written at the special request of Paumgartner, a Styrian 
amateur and friend of Vogl, who was quite charmed by the delightful little 
song. It was his wish that the quintet should have the same construction 
and instrumentation as the recently published Piano-Quintet, Opus 87, by 
J. N, Hummel. 
A point worthy of notice is the fact that the wor:Jt is in five 
ins·tead of the customary four movements. The fundamental note of the piece 
is defined by the persistence of a major tonality throughout. The distinct 
divertimento-like cha.rac:t~r::·of this work points to similar features in 
the chamber music of Joseph Haydn. 
One of the most distinguishing features of the Trout-Quintet is 
the power and the greatness of the basses. In a large number of cases 
the bass part is not a mere foundation to the harmony but a strong .and 
independent melodic outline that is often of great importance; as, e.g., 
in the development of the first movement where it brings a phrase of 
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the first subject upon which the development is mainly built. Before 
this phrase appears in the bass part, it was first presented by the violin 
and piano, respectively: 
~ -·~------ ~ ~::ft • I ~ ~ ~ ~ ~ b 
The work, however, is never overbalanced in effect, and it is due 
to Schubert's skillful artistry that the ponderous bass instrument never 
sounds out of ~lace in the scheme but rather seems to enhance its beauties. 
The opening Allegro vivace (A major) is in full sonata form. The 
greatness of this movement lies not only in its thematic beauty but also 
in its concise and logical workmanship. Schubert has been content, in 
this instance, to state his material and then deal with it within reasonable 
limits, thus giving the movement a definite formal outline. There is 
vigorous, pulsating life, but, though undeniably showy, there is no seeking 
after effect for its own sake. Even in brilliant passages the parts have 
something important to say. 
A short .analysis of the first movement would be as follows: The 
first subject is introduced somewhat hesitatingly, so as if it were not 
yet decided about which course to take. After twenty-six bars it is 
finally brought by the violin: 
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The second subject is given by the cello and the violin in 
close imitation: 
I 
,L.....-
A continuation, developed from the second subject, appears in the piano: 
The development is mainly built on a phrase from the first subject: 
The recapitulation begins in D major and reaches the tonic key only with 
the second subject • 
.ll though the .Andante (F ma.j or) is decidedly original and typically 
Schubertian, the spirit of Beethoven hovers over it and his influence is 
felt in the serene beauty which characterizes the whole movement. The 
noble air of the ~dante is interrupted by episodes of melancholy, 
clouding for a solitary moment the general light-heartedness of the 
quintet. · But these mournful strains give way to a play of rhythmic forces 
charged with all the charm of Schubert's romanticism. 
The second movement is in ternary form with complete recapitulation 
instead of a development. The relation of keys is noteworthy: the first 
part is in the tonic key of F major, the second in the minor mode of the 
mediant (F-sbarp minor), and the closing section in the aubdominant of the 
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second part (D major). The recapitulation starts surprisingly on the 
remote key of A-;f'lat major -and, followil:Jg the same. scheme, puts the second 
part into l minor and the closing section into F major, so returning to 
the tonic key. 
The beautiful melody of the first section is brought by the piano: 
The mournful second theme is first given by the viola: 
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This is accompanied by a dotted rhythm in the other instruments. The 
charming third theme is presented by the piano: 
,........_. 
r ; ,, 
In these three contrasting sections both workmanship and inspiration are 
.a.]J.ke faultless. 
In the Scherzo and Trio. Schubert . makes considerable use of 
imitation. The Scherzo is full of power .and -brilliance. Schubert here 
achieves good coloristic eff ects by the frequent antiphonal employment 
of the string body to the piano. The five Vari~tions and Coda on 
Schubert's own light and graceful song form the fourth movement (D major). 
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The variation-form has been frequently exploited by all great 
masters. It seems to have reached its culmination with Beethoven. 
Schubert, however, is perfectly content to work, for the greater part, 
along the lines laid down by Haydn and Mozart. The variations here 
conform to the decorative type in which the theme has not yet arrived 
at symphonic development. It remains passive while the other parts play 
around it. The harmonic structure of the theme is perf ectly simple and 
diatonic. 
In the first variation the piano brings the theme, in the second 
the theme comes in the viola part, and in the third the cello presents it 
together with the double-bass. In each of t he first three variations the 
theme appears in its original form. It r emains quite unobscured even in 
the more freely handled fourth and fifth variations. The coda brings us 
back into close touch with the vocal original by adding to the theme, now 
phrased alternately by violin and cello, the familiar rippling figure of 
the accompaniment: 
. I • . ' v" .. 
., 
__,I 
-----
I 
" •· 
.. 
-..: . 
' 
····-
. \-e. 
\t ) ~ 7 ? ,. ~ l> ~./ I; ' :r -;. . - I I ..., "' ~ ~ 
{ . . . . . ' I .. +-~ ~I +..._____.!/ ~ ~'-___.,,.._...- +- :;;. v <:: ' ' . .. 
' ' 
. 
- J I 
,__ 
-
·-
... t..-- !...---"' l..-- ~ 
The finale (Allegro giusto, in JL major), performs the simple task 
of providing a cheerful and inconsequent ending • More than one v.Ti ter has 
discovered in this movement a distinct Hungarian flavor, traceable perhaps 
to the musical impressions received by Schubert during his visit to Hungary 
in 1818. 
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This movement -is; mostly, built upon two themes. The first 
subject is the one that has given rise to the feeling of Hungarian 
influence: 
The second subject is brought by the violin: 
There is no development but a literal recapitulation. 
It is impossible to assign to Schubert a definite place in the 
literature of piano-string ensemble music. It is certain, however, that 
Schubert, in chamber music .as elsewhere, contributed nothing new to the 
classical forms in respect of number, order, and construction of 
movements. 
Schubert's position in chamber music, with regard to later times, 
is found, above all, in the development of sensuous sound effect and the 
breadth of coloring. His treatment of the piano, arising from an 
intimate knowledge of the instrument, which enabled him to exploit its 
timbre through all registers, is significant as forming the foundation 
upon which Schumann and Brahms could build their piano ensemble music. 
The wider orchestral conception of sound values in chamber music for 
strings .and piano indicated quite new paths in this category~ 
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Felix Mendelssohn (1809-1847) 
Felix Mendelssohn came from a gifted and well-to-do f.amily. 
Chamber music was his early love. The Sunday morning concerts in the 
family circle served ·as a regular and agreeable stimulus to young 
Mendelssohn's industry and imagination. 
Happy in his character and happy in his life, Mendelssohn found 
little to tell of passion, struggle and_despair. The harmonious nature 
of his creative work appears in the fact that the classicistic element 
admitted the romantic, and the romantic did not disturb his classicism. 
The symmetry of form in his works is insurpassable. Yet over all his 
com_[Jositions there glitters sqmething subjective, a romantic shimmer 
of sentiment, .a Jqingling of grace and humor. Unlike Weber, he never 
entered the mysterious realm of genuine romanticism. He remained ·a 
life-long Mozartean, and the influence of Beethoven predominates at -all 
stages. 
Three Early . Piano-Qu.artets. It is remarkable that young 
Mendelssohn should have cho~n minor keys for everyone of his three piano-
quartets. They are scored for piano, violin and cello and--were published 
from 1823 to 1825. 
Benedict saw the twelve-year old composer in the spring of 1821, 
when he visited Berlin together with Weber: 
I found him seated on a foot-stool, before a small table, writing 
with great earnestness some music. On my asking him what he was about, 
he replied gravely: 1I am finishing my new quartet for piano and 
stringed instruments. 1 I could not resist my boyish curiosity to 
examine this composition and, looking over his shoulder, saw as 
beautiful a score as if it had been written by the most skillful copyist.l 
1Benedict, Sketch of the Life and Works of the Late Felix 
Mendelssohn, (Leipzig, 18.?), p. 7. 
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£he first Quartet in C Minor, Opus 1, is dedicated to Prince 
. Anton Radzwill. This early work is unmistakably modelled .after Weber 
and early Beethoven. It is, of course, an easy matter to find marks 
of inexperience in these youthful efforts but much more profitable to 
observe how talent displays itself in such ways as the cunning 
ell vision of the first theme of this work among the three bowed instruments. 
Note that each gets a characteristic figural 
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Worth noticing, too, _are the experiments in various kinds of three-part 
grouping, as, e.g., in the -Maggiore of t:Q.e Scherzo. This movement is 
written throughout for viola, cello, and the pianist's left hand playing 
the bass part: 
d 
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The Qu.artet in F Minor, Opus 2, .shows an a,dvance on the f'irst 
quartet, especially in the f'ervent melody and the bold enharmonic 
modulations of the Adagio, 
If, in these two quartets, Mendelssohn seems to favor the piano 
part, giving to the rest of the combination only parts of secondar,y 
importance (although he, occasionally, makes antiphonal use of the string 
body to the piano part), it must be remembered that these works were 
regarded as a kind of miniature piano concertos, Mendelssohn's 
manuscript books of -about this time are said to contain "concertos with 
quartet accompaniment" for piano and for violin. The conditions of 
performance at the Sund~ morning meetings would tend to blur the 
distinction between pure chamber music and the concerto. 
The .Qu&rtet in B Minor, Opus 5, is on an altogether broader 
scale, Here Mendelssohn finishes his apprenticeship and becomes a 
composer in his own right. Eight years later he acknowledges that the 
Quartet in B Minor is still a favorite .among his works, 
The ,;Andante, in particular, has the a ppeal of an expressive 
Song Without Words: 
The Scherzo (..Allegr,o mol to) might :t:~.lmost seem like .a preliminary 
study for the Bee's Wedding: 
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In his third quartet Mendelssohn shows a far better and more 
independent treatment of the string parts than in the first two quartets. 
In all three works there is, occasionally, evidence of rather skillful 
grouping of the strings .against the piano. Nevertheless, these works 
show hardly any advance in regard to ensemble treatment over Weber's 
piano-quartet. It must be remembered, however, that Mendelssohn's 
piano-quartets ·are the products of a boy in his early teens. 
Robert Schumann (1810-1856) 
Climax of Classic-Romantic Chamber Music. Robert Schumann first 
studied law at the request of his father but then decided to become a 
musician with the encouragement of his teacher Friedrich Wieck. The piano 
was Schumann's instrument. His early training and ambition had been for 
a career as a concert pianist, but an injury to his hand turned his 
attention to composition. His "wild youth," as he called it, yielded 
nothing but pianw music. 
A striking feature of ScroJmannls life and work is the intensity 
:and even the exclusiveness with which, at different times, he devoted 
himself to one or another kind of composition. The year 1840 was his 
song year, 184l was the symphony year, and in the spring of 1842 
Schumann turned to chamber music. Schumann was in his thirty-second 
year when he started to write chamber music. From this year date all 
his greatest chamber music: the quintet and the quartet for piano and 
strings, the three string quartets .and the Phantasiestuecke for piano, 
violin and cello. 
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Schumann's chamber music of 1842 is in many ways among the most 
perfect of all the products of his genius: the purest and moat powerful 
in its beauty, the strongest in its form, the best balanced in its 
substance, and t he best adapted in its technical means and processes to 
the expression of the composer's thought. There is, in fact, little in 
this chamber music that seems tentative, experimental, or uncertain in 
touch. 
Piano-Quintet in E-flat MaJor, Opus 44 
The Quintet, Opus 44, for piano, two violins, viola and cello 
was the first ever written for this combination of instruments. There 
was, of course, Schubert's Trout-Quintet, but instead of the second 
violin, Schubert there made use of the double-bass. 
Shortly before Schumann started on the quintet, he had finished 
the three string quartets. It was natural that, after having achieved 
the quartets, Schumgnn should feel the desire to employ the skill gained 
in string writing by joining the strings with his own instrument. 
Schumann started the quintet in September of 1842 and worked rapidly. 
Within five days the work was sketched out, and it was finished in 
December. 
The composition bears a lasting mark of Mendelssohn's interest 
in it, namely the Agitato section of the second movement. This Schumann 
inserted on Mendelssohn's advice. The first performance before a large 
audience took place at the Leipzig Gewandhaus on January a, 1844, with 
Clara Schumann at the piano. Schumann thought the work had a "fresh 
effect" and made an "animated impression; n he now regarded it as his best 
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work. Schumann's opinion of his piano-quintet has been justly shared by 
the succeeding generations. Schumann never wrote anything that today 
seems fresher, more eagerly spontaneous, more abundant in inspiration, 
more inexhaustible in fertile invention, or that shows more clearly the 
robust and virile side of his nature. 
It is true that Schumann has been charged with giving the piano 
an undue prominence in this quintet, by doubling the parts too frequently 
.and also by allowing the harmonic basis and the thematic structure -to 
the piano. It has also been habitual to criticize the string parts as 
imperfect realizations of the highest ideals of string part writing, to 
call them klaviermaessig. It is undoubtedly true that Schumann was 
inevitably influenced by his habits of years, his training as a pianist, 
his lack of practical familiarity with the stringed instruments. The 
strings always move within a comparatively limited compass and in close 
companionship with each other. It seems often as if the composer had 
confined himself to the range of the t wo hands of a pianist. There are 
also passages that seem as if they were made to lie under a pianist •s 
hand rather than ·a violinist's. Nevertheless, the work is of high spirits 
in all the rapid movements and in the slow movements full of mysterious 
sorrow and indigna,;tion. 
The opening bars of the first movement (Allegro brillante) are 
typical piano music: 
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This energetiQ theme, however, experiences a transformation already in 
measure nine: 
;Another a1te~ation of the first theme follows in bar twenty-seven: 
The second theme .is alternating between the cello and the viola, while 
the piano brings wide-spread chords: 
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The development .lacks some _of t:Q.e fref;!hne_ss and inspiration of the 
exposition. Here the p~o is cle~~ dominating. 
In the s~_cond movement, a c~acteristic funeral march 
(Un poco largamente), the violin .is ent~:3ted .with the signif'icant 
theme inC ~or, while the piano provides the harmonic background (A): 
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.After :a reconciling section inC major . (B) and a repetition of section .A, 
there follows an excited Agitate section (C). The marked rhythmic vitality 
here is brought about by the piano: 
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The general sc~~~e of ~~s movement .is: A-B-A-0-B-A. 
In the Scherzo molto vivace $.c;humann s:Q.ows what effects can be 
achieved by the use of some s,imple scales as tpematic material. The 
piano, again, is dominating, and the strings run along with it in unison 
much of the time. 
The movement is gay, vivacious and powerful. _It is a typic~l product 
of the romantic movement in Germany. The t wo .Trios offer beautiful 
contrasts in mood to the opening Scherzo. 
T;he finale (:lllegro ma non troppo) , begins energetically in 
' c minor. The exposition of the fi~st theme would tempt one to expect 
a movement in sonata form, but what follows is an extreme~ varied rondo. 
Scpumann here, as in various other instances, betrays his 
unfamiliarity with stringed instruments. In measure eighty-six of this 
movement, e.g., he combines the thick, ponderous basses of the piano 
with a marked entrance of the viola. The pianist really has to be 
extr emely careful and pianissimo in order to help bring out the intended 
effect in the viola. 
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At the very end of the finale, a unification of the whole work 
is achieved by a simultaneous presentation of the main theme of the first 
movement (in augmentation) together with the main theme of the last 
movement. This long and triumphant coda starts out as a double fugue: 
In thi.s finale Schumann shows a dexterity and ingenuity of contrapuntal 
skill, a suppleness in melodic invention and treatment that he hardly 
equalled in any of his other compositions. He has left in it a 
conspicuous example of the modern ideal of counterpoint. 
Piano-Quartet in E-flat Major, Opus 47 
Shortly after completion of the quintet (1842), Schumann started 
to work on his Piano-Quartet, Opus 47. It was finished in about a month 
but was not published until ~une of 1845. Schumann approved of this work, 
thinking it more effective than the quintet, but was not very sure. 
Posterity has been surer and has put the quartet, with all its beauties, 
a little lower than the quintet. 
The piano-quartet owes its inspiration to the same impulse as 
the quintet. The method is the same, the technique shows the same manner 
and approach, and even the cast of thoughts is similar. 
Schumann had some precedents for the piano-quartet (Mozart and 
Beethoven), but he rather followed his own example provided in the quintet. 
Within the narrower limits of sonority imposed by the smaller combination, 
he worked out a method of treatment quite analogous to that of the quintet. 
J. 
Even the key of E-flat is the same. .That the piano-quartet is not as 
popular as the ~uintet is partly due to its lesser effectiveness in its · 
instrumentation. The composer here shows a certain lack of skill and 
again betrays his want of practical familiarity with the string.s. The 
quartet does not possess the brilliancy of the quintet. The reason for 
this is that the single violin, the specially brilliant instrument of 
the combination, is less :able to alone impart brilliancy than the two 
violins of the quintet. Julother pitfall is that the three stringed 
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instruments are often used in their lower registera which are ineffective 
in combination. The violin itself is seldom employed in the higher 
positions. 
There are also many places in the viola and cello parts where the 
low register prevents the parts from emerging as their thematic importance 
demands. In the following example from the opening of the Scherzo the 
cello counts little in unison with the piano: 
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Another ~stance is the first ~ of the Scherzo where the 
str~s play in imitation with the piano: 
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In the cantabile melody of the Andante, the cello labors to 
express the sensuousness of a melody that should be sensuousness itself, 
but the melody lies in a rather dull part of the instrument: 
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A little later the viola has a theme of its own with the piano, and 
again the part lies where the sonority of the instrument is least: 
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Weingartne~ points out that this quartet would sound better in a piano 
arrangement than in the original instrumentation. 
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This quartet also contains an odd example of Schumann's ha.bi t 
of ignoring practical considerations. The coda of the beautiful 
Andante cantabile introduces a new melodic figure, and the movement dies 
away on two repetitions of it by the piano and viola, respective~. This 
little figure becomes the striking theme of the finale, and it ia quite 
evident that the two movements were intended to have as little pause as 
possible between them. But in the slow movement the cellist has to tune 
his lowest string down to B-flat; and he must, therefore, have time to 
tune it up again before the finale! 
In spite of these technical setbacks, the piano-quartet has 
moments of exceptional beauty and true inspiration. Schumann's writing 
for the piano demonstrates to a remarkable degree his fine sense of 
instrumental color. Instl'"Ulllental color had been recognized before the 
nineteenth century, but it remained for the romanticists to add it to 
rhythm, melody, and harmony as one of music's basic resources. Schumann 
was here an adventurous explorer. 
The following is a short analysis of the Piano-Quartet, Opus 47: 
The first movement opens with an introduction (Sostenuto assai) of 
eleven bars in which the piano proposes a question to which the strings 
give answer for six times. 
The main theme of the following Allegro ma non troppo is set forth 
and twice repeated in staccato arpeggio chords by the piano. Schumann here 
uses the sai:ne material as in the answer of the strings in the introduction: 
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In the .Allegro, however, this material is divided by a running passage 
for the piano alone: 
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The second theme, strongly accented on the second beat, is stated in 
G minor by the piano and is immediately imitated by the strings: 
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There follows yet another repetition in A-flat. Here the material is 
imitated in staccato runs by piano -and violin, while the viola and cello 
merely supply the harmony tones: 
> 
Through va.rio~ 1!1¢i1J.Ations the dominant is reached at the double bar. 
Here the slow introductory ·phrases_ again return before the beginning of 
the development which starts out in D minor. The development is especially 
remarkable for its harmonic richness and boldness of modulation. A 
vehement passage of octaves in the strings leads to the recapitulation. 
Now the main theme (in E-flat) is presented fortissimo and «~th utmost 
power by all the instruments. Not far from the close, there appears a 
new subsidiary theme in the cello part (Piu sgitato): 
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The Scherzo (Molto vivace), in G minor, begins with a rapid 
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staccato unison by piano and cello. There appears a complementary phrase 
in the piano part in bar sixteen: 
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The :melody of the first Trio, in G minor, ·has a folk-song like 
simplicity; it is carried on with a continual series of imitations. 
The calm course of the Trio is twice interrupted by fragments of the 
staccato theme of the Scherzo. This staccato theme is even o~ied on 
to the second Trio, a highly characteristic succession of syncopated chords: 
! 
\ ~~~ i . 
'h 
1 
; b !--:. h· ~ 3 ·-~ kt.,t... -P- 1~ ,_. - ~--~ 
' 
' 
I 
'· 
J1 ·..____::r 
.Again the stacc~to theme breaks in and fina.lly maintains itself to the 
close. The :movement, however, ends with a phrase from the first ~. 
The Andante cantabile (in B-;t'lat.) begins with three introductory 
bars. The following melody could be of extreme beauty, were it not 
written for such a low register as to sound rath~r dull on the cello. 
The theme is next taken up by the violin, the piano merely supplying the 
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function of an accompaniment until it app~ars with a slightly altered 
version of the theme, systematically syncopated in the right hand • .;An 
episode in the key of G-flat entirely cha.Dges the mood. The theme, strongly 
syncopated, is presented in a texture chiefly homophonic: 
This leads b_~c.k tQ ~he first thE;~me, which i,s now __ brought by _the vi()la, 
while the violin accompanies it with highly o~amented arapesques. Before 
the end there appears a hint o£ the opening notes of the theme of the 
ensuing finale, an upward mounting aeries _of _ falling fifths: 
f 
The movement ~closes quietly with -Some sc~e passages in contrary motion 
between the piano and the upper stringed instruments. 
The Finale (Vivace), in E-flat, starts right awa.y with the idea 
of the interval o£ the fifth suggested at the close of the -Andante. It 
is sounded in three chords; and piano, violin and viola foreshadow in 
two bars the character of the theme: 
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The subj~ct _of the ensuing fugato is announced by the viola: 
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This subject is first answered by the piano, then by the violin; 
finally, all four instruments bring the fugato to a close. After this 
the cello starts a cantabile theme: 
r 1 r . I 
This is soon taken up by the other strings and followed by another short 
subsidiary theme, which is presented in imitation between piano and viola 
and later between cello and yiolin. Fragments of the fugal subject appear 
in stretto, and an intricate web is woven of these and the other themes. 
There occurs yet another melody (in A-flat) for the piano in octaves 
.against a descending scale passage in the -higher strings: 
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.After some devalgpment of this iqea, the .other themes return and .are led 
to a climax on the dominant seventh ch9rd. This lea~s to a recurr.ance of 
the fugato first in octaves on the piap9. But now this subject is joined 
by a countersubject (derived from the fifths of the fugato subject) which 
is to gain much importance. .An accellerated ascending passage in all the 
instruments leads the movement to -a brilliant close. 
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Johannes Brahms (1855-1897) 
Some General Stylistic Trends. Brahms ~Tote almost equal amounts 
o£ instrumental and vocal works. Of his instrumental music, his chamber 
music compositions are of prime significance. They are dominating both 
in quality and quantity. 
Brahms was fond of contrasting his instruments; his style is 
weighty and massive, but, in these very characteristics, of a peculiar 
beauty. This full-bloodedness, which also expresses itself everywhere in 
the character of the themes, and to which is added a decided preference for 
serious moods, is specifically North German. The style of Brahms is highly 
polyphonic. Bach is his model as regards technical treatment of his 
material, Beethoven as regards form, and, to a certain extent, Schumann and 
Schubert as regards musical content. In his works, especially in his early 
Storm and Stress Period (up to 1855), there was often a romantic note, a 
new peculiar mode of expression, full of poetic sentiment. In this period 
the eA~ressive content of the work s eemed more important than its f orm. 
After 1855 Brru1ms' style underwent a considerable change. In this Period 
of Transition his compositions became softer and more intimate, and he 
followed more directly classical models. 
The piano plays a most important part in the life and work o£ 
Brahms. Having himself a most remarkable technique, he makes demands 
Upon his pianists that frequently none but an artist of the highest rank 
can satisfy. In Brahms' second period, the piano, which had been of such 
significance in his first period, no longer seemed adequate to express his 
thoughts and intentions. Consequently, he now combined it with other 
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instruments, thus creating some of his greatest chamber music works. 
The three piano-quartets and the great piano-quintet all hail from this 
period. One of the elementary·· foundations of Brahms' art is the 
variation technique. Brahms gave the art of variation which, after 
Beethoven, had become decorative and pha.ntastically free, a more strict 
formal structure. His mastery of variation technique is evidenced not 
only by independent variation works, but, also, by numerous variation-
like procedures within the sonata-form. Brahms recreated the sonata and 
filled it with new, powerful and significant content. He objected to the 
soul-less formalism that had stamped the classical sonata an empty 
structure. Likewise, he also opposed the romantically moody formation of 
themes, the phantasticallY free conception of form, as well as empty 
virtuosity. Melodically, Brahms preferred triad-like progressions. There 
are more diatonic than chromatic elements. This also influences his 
harmonies, which center .around the basic functions of harmony and also 
undergo changes by suspensions, passing notes, and linear elements. 
There is a r emarkable tendency towards church-mode like harmony. 
Rhythmically, Brahms' works show a certain heaviness, as well as a leaning 
toward conflicting rhythms. 
In Brahms' relationship to the immediate past, there is notice-
able his distancing from the romanticists. He is completely unromantic in 
his emphasis on art as a craft - on the intellectual effort in creating. 
Musical inspiration has a differen-t meaning for Brahms than it had for the 
romanticists. Inspiration to him is not just a "divine suggestion", but 
it is rather a gift that obliges to the greatest eff ort possible. The 
classical heritage is more noticeable in Brahms' work than the romantic. 
• 
I 
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He learned the technique of variation not only from Beethoven, but also 
from Bach (Goldberg Variations). There are also other influences of 
Baroque art in Brahms ' music. Brahms experienced the art of the sixteenth 
to eighteenth centuries as a life giving power; and he created, without 
imitating, from elements of both past and present, a new, remarkable) 
individual musical style. Music to Brahms is not merely a matter of 
feelings and emotions, but, ,above all, of clear knowledge. 
The connection between form and instrumentation became more and 
more intimate as the composer's mastery grew. From the first to the last, 
Brahms had unlimited means of making his themes do duty as humble but not 
lifeless accompaniment. This is one of the most important resources of 
his piano-string ensemble works. 
The opening theme of the Quartet in G ~tinor, Opus 25, e.g., is 
equally well suited to strings or piano and is also capable of being 
divided into sections and phrases. It is soon evident thatthis is one of 
the composer's intentions. The first episode, however, has different matter 
and a different manner. Here the piano and t wo upper strings converse one 
with another, whilst the cello holds the whole together with its continuous 
SJ~copated pedal-note: 
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In the succeeding Intermezzo the strings are used very much as 
a string-trio independent of the pi~o. The subject of the finale, a 
Rondo alla Zingarese, gives an example of a very unusual method of 
procedure in Brahms - the absolute doubling of the strings and piano in 
the same octave. The subject is so rhythmic, so definite and direct, that 
the intention of the composer is evidently to combine all forces to present 
it. 
Amongst the many interesting features of the first movement of 
the Quartet in A Nmjor, Opus 26, may be not~d the frequent treatment of the 
three strings as one rhythmic body and the skilfull interchange of figures 
equally sui ted to both violin . and keyboard: 
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Noteworthy are .al?o the .variel;ie.s of co:J..or and . movement that . are ,brought 
to bear upon a little subsidiary theme .w~ich fir~t appears on the strings: 
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BeginniDg as shown _ befor~, the two upper parts are, after eight bars, 
transferred to the piano where they are doubled in the upper octave. The 
cello then provides a more animated variant of its previous figuration -and 
the v~9la some pizzicato chords which help to mark the rhythm: 
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Later in tpe _  movement, when the same subject returns in the key of A, 
another diff~rent scheme of distribution is employed: 
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\ 
iY 
B~ahl!ls' Piano-Quintet in F Minor, Opus 54, is one of his richest 
and mo~t splendid works. The string writing is mqre elaborate than in 
Schumann's Piano-Quintet, Opus 44, and, also, more effectively suited to 
the inEJtruments. The piano part sel dom predominates; yet it is not by 
any me_ans unimportant, and certainly not ungrateful. As in the_ quartets, 
the subjects are interchangeable between piano and strings. In addition 
to that Brahms makes use of the increased strength of the strings in the 
devising of passages of which the quart~t is the gr9~dwork and the piano 
an effective adjunct. The following example from the first movement will 
not only illustrate this but will also afford an example of pure piano-
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quintet v~iting which, for sheer clarity and a ppropriateness, would be 
diff icult to excel. Not a note is wasted by doubling. The first and 
second violins support and give color to the high piano melody, which is 
essentially pianistic in character and pitch; and the viola and cello 
each have their well-defined share in providillg a r hythmic and harmonic 
base; 
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Piano-Quartet in G ~linor, Opus 25 
This wor~, dedicated to Baron _ Reinh~d vgn Dal~igk, was begun in 
t he years 1857-8, but completed only in September of 1861. It was 
published in 1863. Everything here is on a l~ge scale. Each section is 
composed of two or more contrasting ideas and joined to its neighbor by 
an amply conceived transition. There seems to be almost too much thematic 
material for the structure of the first mqvement (Allegro). It is of this 
movement that Joachim, in a letter to B~ahms of October 15, 1861, says: 
n.,,it seems to me that in its invention. this movement stands far behind 
the succeeding movements; some of the uneveness of its rhythmical 
I 
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structure does not seem to be presented characteristically, which would 
be the only way to justify it." The main theme consists of two 
contrasting parts: 
Considerable development of these leads over a br9~d~ lyric melody in 
D minor, which at first seems to be the second theme, but which actual~ 
proves to be only a kind of transition to it: 
The second theme is D major; and although it seems related to the bridge 
passage, it is entirely different in mood. It is scored with almost 
orchestral richness: 
This in turn leads to the first p~t of the conclusion theme, which has a 
drone-bass like a bigpipe and a truly peasant-like boisterousness of mood: 
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The development is · truly heroic _in conception, although Brahms here 
elaborates only the first group. After the apparent recapitulation there 
is yet another development inserted. Deeply characteristic of Brahms is 
the constant renewal of the musi9al thought. .An instance of this is the 
return of the third theme in the recapitulation. Whereas in the exposition 
it had been boisterous like a peasants' dance, it now whispers sadly, in a 
complete transformation of mood. The intellectual and emotional grasp 
revealed in this unceasing reshaping of the musical thoughts; especially in 
their rhythmical coordination, is probably Brahms' fundamental quality. 
The Intermezzo is, in outline, a gigantic scherzo and trio, each 
highly organized and independent in the details of their form. In style, 
it is a mysteriously tender and pathetic movement; and with its strange 
9/8 rhythms and its muted violins, it is one . of Brahms' most typical 
movements. Brahms here indulges to the fullest in shifting rhythms. 
Rhythmic contrast can be best gauged against some steady measuring figure 
to which they can be referred. The regularly pulsating meter here is set 
in the cello, to which subtle r hythms are being effectively opposed. 
There -are three themes in this movem~nt, all differing in rhythm: 
a) the opening pensive melody in sixths, with its characteristic down-
ward anacruses: 
b) the piapo theme in G Illf).jor, accenting always the seccmd of the three beats: 
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c) the more sustained, more lyric melody that enters in the violin in 
F minor and_ completes a lovely phrase with Brahmsian groups of two notes 
against three: 
Throughout the Intermezzo these contrasting rhythms relieve each other, 
their interest heightened by modulations caused by basses creeping up to 
unexpected points. There is a brittle, poignant Trio. 
The .Andante con mota is -another enormous design in dramatic 
;A-B-A form. The broad main theme is in E-fla.t major. This leads to an 
Anima to section in C major, which has a strong orchestral flavor. The 
pianist who refuses to approach this part with caution will find himself 
playing wrong notes here, as this passage is extremely difficult to play 
-accurately with full tone. But this is jus1' a _sign _that Brahms lmew how 
to balance the piano against the strings in his "most _ violent climax. n 
The finale, a Rondo alla Zingarese, is the first occasion in which 
Brahms brought into his larger concerted works those rhythms of the gypsy 
bands which led him to the compilation of the Hungarian Dances. He 
handles them with extraordinary consi stency and produces from them a 
finale of reckless gaiety and high spirits, scored so as to get the utmost 
brilliance from the contrast of piano and strings. The movement is in 
sectional, dance-like structure. The main theme is in G minor: 
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The whole movement is built on five subjects. These themes are all 
combined in a wonderful cadenza, which is distinguished by boldness, 
originality, and freedom. It is bold in emulating for a quartet the 
107 
kind of cadenza usually written out for a concerto; it is original in 
choosing a rondo, of all movements, for such a strange experiment; and 
it is free by reserving for this section specialities of the piano part, 
new concepts, and new rhythms. The fact that this movement, from beginning 
to end, is without precedent or parallel in Brahms' other works, is in 
itself noteworthy. In the Qu.artet in G Minor Brahms is struggling to 
form a personal style from the elements of German and Hungarian folk-song, 
of gypsy music, and of the contributions of Bach, Beethoven, Haydn, 
Mozart, Schubert and others to make up his musical heritage. 
Piano-Quartet in .A Ma.i or. Opus 26 
This quartet may have originated at about -~he same time as the 
Quartet, Opus 25, but it shows more of a transi tiona.l character. Brahms ' 
pairs of works in one medium always present strong internal contrasts. 
The very titles of the several movements indicate this, and the sequence 
of keys (all are in .A, except the Adagio in E) bears this out. The 
movements, too, accord with the classical types . "The idyllic first 
movement leads one into a Schubertian atmosphere, and the trio of the 
scherzo reminds one, in its canon-like progress$ of the minuet in Haydn's 
Quartet, Opus 76/2.1 From the point of view of depth of feeling and 
complete individuality of style, the finest movements of this quartet are 
1Karl Geiringer, Brahms (new York, 1947). 
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the first two. Certain technical and stylistic points illustrated in the 
last two movements are highly interesting in themselves and enlightening 
.as to the growth of the composer's mastery of his art. 
The opening Allegro non tronpo, despite the richness of its 
materials, the warmth of its instrumental coloring, and despite its 
towering climaxes, proves most moving in its ineffable simplicities. The 
movement is in a stricL a.nd clearly articulated sonata form. The first 
theme is brought by the piano: 
~ > 
r FuwiJ 
3 > • 
1 r y u w itJ; 
The charm of the "empty accent" in the triplet .affords the cello a pleasant 
contrast with the more sturdy rhythm of the second theme, again presented 
by the piano: 
Meaning~ is the emotional contrast between three notes to the beat and 
two. This contrast, amplified, provides the greater part of the __ 
development. The recapitulation brings a quiet, unpretentious return of 
the main theme in its original form on the piano where it contrasts with 
the rather turbulent development. The coda is of extraordinary loveliness. 
Noteworthy is its thematic rigor, nothing being admitted that does not 
either appear in the opening measures of the theme, or grow immediately 
out of it, and its equally rigorous truth of emotion, here so successfully 
effected by the opposition of triplets and duplets. 
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It begins with an imitation of the piano by the strings, after one beat 
and a fifth lower in pitch. This sums up the whole atmosphere of the 
movement as nothing else could do: 
I 
~ good deal of the transcendent beauty of the first two movements 
of the quartet is traceable to the deep expressiveness of Brahms' manner 
of insisting on single notes. In the mai~ theme .of the Poco Adagio, one 
of the most sustained that Brahms ever vr.rote, a peculiar and very lovely 
color is obtained by giving to the muted strings slurred note-groups in 
each of which the same tone presently to be played in the piano melody is 
anticipated: 
This results in a peculiarly rich texture to .the essentially simple music. 
What is undoubi;.edly the most striking singl~ passage in this movement 
grows out of a different kind of insistence on a .single tone. The first 
theme ends with the cello remaining on low E in .a strongly emotional figure. 
As the piano brings an arpeggio on the diminished seventh chord on E, the 
cello alone, the cello and viola, and finally cello, viola. and .violin repeat 
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the same figure in widening intervals and with increasing intensity until 
it forces its way into a new key: 
The mqvement is in j ;!yvo sections of almost equal length with a short coda. 
The second subject is of a tr.agically· ~tense nature and is brought by 
the piano: 
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The moat beautiful touch of all is reserved for the end, the last half 
of the next to the last measure, where the ~igure r everses its direction 
and is inflected below the E ins.tead of above it. 
The Scherzo is a hi ghly matter-of-fact movement in sonata-form. 
It is built upon two subjects that are_ far from being inspired. But 
Brahms uses them with such consummate skill and contrapuntal mas tery as 
to give them mus~cal signifi cance and l ife. The main theme i s first 
exposed by the strings: 
The second subject i-s of the conventional cantabile order: 
ill 
The Trio begins with a canon of twenty-one bars on one of Brahms' 
larger themes, in which the strings answer the piano after one measure. 
The second subject of the trio approximates in character to the opening 
subject, which by no means .adds to the general effect: 
~f-, 
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This movement perhaps is not very persuasive or winning, but it is 
written with the skill of a young master. The finale, an Allegro of 
five-hundred-and-nineteen bars, seems almost too long. It is in rondo-
form, but the transitions and contrasting themes are of such generous 
proportions that one might easily lose the rondo sense by forfeiting 
pleasurable expectation of the main theme's return. 
The main theme has a strong folk-songish flavor and recurs six 
times - the fourth time developed, the fifth time rhythmically r emodelled: 
~!/ if p I t r f I tl i I O:i J I I r 
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Noteworthy as the finale may be for its_ comparative prolixity, 
it is even more so ~or ~he light it throws on the formation of Brahms' 
style, especially on the gradual emergence of some particularly personal 
traits. 
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Piano-Quartet in C Minor, Opus 60 
This quartet had been drafted together with the two other 
Piano-Quartets, Opp. 25 and 26. Although it was not published until 
1875, twelve years after its two companions, it is in many respects 
less mature than they, The Quartet· in C Minor is a work that Brahms 
kept by him for years and revised over and over again in a magnificent 
effort to clarify its original elaborateness, As early as April, 1854, 
Brahms brought to Joachim the sketch of a piano-quartet. It was in 
C-sharp minor and consisted of an Allegro, very likely on the themes 
of the one in C minor, and a finale. There was no scherzo. 
Two years later, in November of 1856, Brahms again studied the 
quartet with Joachim; and again his curious mixture of satisfaction 
and dissatisfaction with it may be read between the lines of a letter 
to Clara Schumann: "It seems," he writes, 11 to be very hard to play, 
Can you study and practice it for some time? Otherwise it will sound 
abominable," Even on the verge of publication, in the fall of 1875, 
he writes to the publisher: "On the cover you must have a picture, .a 
head with a pistol pointed towards it, Now you can form an idea of the 
musicl For this purpose I will send you my photographl Blue coat, 
yellow breeches and top boots would do well, as you seem to like color 
printing." In the summer of 1875 he made radical revisions in preparation 
for publication. He changed the key from G-sharp minor to C minor, 
inserted as second movement the present Scherzo, which by its cadence 
in C major prepares the way for the slow movement in E major, and 
replaced the original finale by a new one, 
113 
The first movement, with its tragic note of despair, belongs to 
Brahms' "Storm and Stress Period," while the Scherzo and the Finale are 
typical products of Brahms' maturity. No other work of Brahms, not even 
the first and fourth symphonies, show so wide a range of forms! The 
main theme of the opening .Allegro non troppo, given out in long, sinuous 
phrases on the strings, is never heard again in that form; but it 
impresses itself on the whole first movement: 
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The most astonishing novelty is t he casting of the second subject into 
the form of an eight-bar melody ending on a half close and followed by 
-a set of five variations: 
~ central passage of development in B major brings strings and piano 
together in a bold fortissimo; and the texture is, on the whole, simpler 
than in the earlier quartets. The recapitulation is also a further 
development of these ideas, since no one of them appears in its original 
form. A most striking passage is the return of the second subject 
unexpectedly in G major. Here the lyrical tune, now played by the viola, 
is varied by quite other devices than those of its .first appearance. The 
coda, with its rich arpeggios on the piano and the intense fervour with 
which the paired crotchet motif is handled by the strings, makes the 
ending of this moveamt one of the most original Brahms ever wrote ~ 
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The short and powerful Scherzo is best understood as both a 
reaction from and a coda to the abrupt tragic end of the first movement. 
In respect to its form this movement may be described as midway between 
lyric and sonata. .Although it has no trio, it does have a third subject 
taking ita place; and though the first two subjects do not form a section, 
they are provided with a codetta which marks them off as one. The first 
subject is brought by the piano: 
,. 
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The second theme first appears in the strings, after which it is repeated 
by the piano: 
The only quieter passage of the Scherzo comes with the third espressivo 
theme: 
The fine .effects of this Scherzo are calculated; its form and technique 
:are of Brahms 1 ripest. The real core of the Quartet in C Minor is the 
;,Apdante (in E major). It begins with one of Brahms I greatest and most 
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This .Andante comes as near to full sonata-form as Brahms permits in his 
extant slow movements. The second theme is the high point of the whole 
work: 
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The development is represented by two steps of a modulating sequence, and 
the recapitulation of the second subject is represented by a coda-like 
summary. The very end of this movement is one of the most individual 
pages in all chamber music. 
In the finale (Allegro comodo) Brahms begins with the representation 
of three very distinct ideas: 
a) a duet of violin and piano which bears an unmistakable 
resemblance to the .finale of the Violin Sonata in G: 
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b) a _sweeping arpeggio tune on th~ stri ngs with a sextuplet 
rhythm against it on the piano: 
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c) a four line Choral in plain harmonies on the strings: 
These diverse elements are subtly woven together in a development 
marked tranguillo e sempre pianissimo, from .whic~ a long crescendo leads 
to a return of the first, played in octaves by all the strings. All are 
recapitulated and summed up in a master1y coda. No movement of Brahms 
has been more misunderstood than this finale. It is usually taken too 
fast, and the tranguillo directions in the mysterious development often 
seem to escape notice. 
Piano-Quintet in F Minor, Opus 54 
This quintet .is probably the most significant chamber music work 
of Brahms' second period, It was completed in the fall of 1864, The 
work was originally written as a string-quintet with two cellos instead 
of the more usual two violas. Joachim, however, persuaded Brahms that no 
strings could cope with its climaxes. Brahms then arranged it as a sonata 
for two pianos, published as Opus 54b. The result was magnificent as to 
power and clearness, but the total loss of string tone is regrettable in 
the quiet passage at the beginning of the coda of the first movement and 
a real difficulty to the understanding of the mysterious introduction to the 
finale. Finally, the work took its shape as a piano-quintet, the most 
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sonorous of all works for piano and strings and yet the most lightly 
scored. From the opening onwards, the Quintet in F Minor abandons the 
device of alternating couples of themes and thus sets itself free to 
expand its material more rapidly. 
The first subject of the opening Allegro non troppo is fir.st 
tentatively presented in medium sonority and soon afterward~ carried 
forward by the full strings in a rugged fortissimo form: 
At the outset, .~ter the lgng brooding arpeggio figure has been ~ounced, 
the piano's sharp percussive tone reduces the figure to one of serniquavera 
and st~s the movement to greater activity. In spite of the great wealth 
of thematic material, however, there is never any doubt of the predominant 
importance of the initial idea.. An espressivo bridge theme is really 
closely linked with the first idea. There follows modulation to a 
remote key (C-sharp minor), in which a second subject appears softly 
over a growling triplet figure in 
~ilc i "'~ . + ~~- v 1 u " , t a t, 
There is yet another theme in the exposition, now in the enharmonic 
key of D-flat: 
~ 
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The development and the recapitulation continue this impression of 
complexity; it is only in the masterly coda that the main theme assumes 
the complete dominance it deserves. The coda opens poco sostenuto with 
a tonic pedal and is of purely contrapuntal character. It begins with 
an exquisite- and etherial passage for the strings, brushed away by 
excited pianistic arpeggios in the original tempo. Finally, the strings 
expand their theme, with ever- widening intervals and the whole weight of 
their tone, till the movement comes to rest liln a full and long sus t ained 
chord. The Andante in A-flat major brings relief from the strenuous 
activity of the f irst movement. Its swaying melody in thirds and sixths 
hesitates frequently between major and minor with a pensiveness that 
recalls Schubert: 
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The Andante (A-B-A) is built upon this single lyric subject -
one which may always stand as a model for the combination of melodic 
with rhythmic interest. As the principal rhythm here is shown in the 
upper piano part, the other instruments -are left free to pursue their 
own rhythm. The characteristic of the latter is that it differs from 
and sympathises with the theme so equally that it has a double influence 
and, the~efore, a power of suggestion capable of being variously and 
.aptly applied. Though built upon a single theme, the piece contains 
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no less than three intermediate motives. They are very different from 
one another, but all are subordinate to the main theme in the same 
graceful sense. 
The i mmensely rhythmical Scherzo employs three main i deas: 
a) a rising passage . . syncopated against the thud of the cello pizzicato: 
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b) a crisp little rhythm in 2/4 time: 
c) a bold ~ch-time in which all instruments join: 
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These three themes appear in quick succession and are then developed 
in turn to a vigorous climax • . The frequent changes _from 2/4 to 6/8 
time in this Scherzo are more apparent to the eye than to the ear, 
which from the beginning to the end gets a steady impression of 
tVTo-beat measures, the beats containing sometimes three notes, some-
times four, and, in the countersubject of the litt le fugato, only t wo: 
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Even in the Trio the pace is only slightly rel~~ed, made a little more 
gracious and a little less insistent. The main subject of the trio; is 
another march-like tune: 
There is in the whole movement a truly overwhelming uniformity of pulse. 
The Finale seems to have, so far, eluded analysis - at any rate, 
no one seems inclined to name i .ts form. It opens with a poco sostenuto 
section. The significance of the emphasis laid on the semitone (D-flat C) 
becomes apparent in this short movement. The angry do~nward semitone of 
the scherzo finds its counterpart in a: hauntingly plaintive upward one 
which pervades the entire passage. At the end of it the bass of the piano 
ruminates on the D-flat c, while the strings still reiterate the upward 
semitone and hint at ~he coming theme of the Allegro. This short 
introduction, in its perfection, attempts no statements, while preparing 
the mood of great things to come. 
The main theme of the .Allegro ma non troppo, upon which most of 
the movement is built, is given out by the cello at the beginning of the 
movement, accompani~d by light sixteenth-notes on the piano, and 
present~ repeated by the piano with the sixteenth-notes in the strings: 
It is followed by a more su~tained second theme: 
-:::::::::----- ,-!r . ~i ~ · I fl .,___._\~ ~ ~ ~ 1 1 t -\fr tt 1 ac 1 1 H \ ~ i a· 1 ~! n 
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Before the repetition of the main theme comes a highly marked section 
in the dominant key of C minor. This section uses the head of the main 
theme in concentrated staccato eigth notes and thus achieves a wholly 
new flavor: 
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After this the movement again pursues its normal course of development 
and repetition until it reaches the same point in the recapitulation 
at which the e~position yielded this st~ange variant. 
The fourth and last transformation of the theme appears in the 
remote key of C-s~~p minor and with~ rhythmic change fr~- 2/4 time 
to 6/8 time (Presto) .: 
~Ul~ ntz n \ m I f) I rnr· n ImrWlw: 
With its reappearance in the original key of F minor , fortissimo in all 
five instruments, clim~~ seems to follow climax. Just before the end 
there is a diminuendo and ritenuto in which the impulse seems to be 
waning. It does so only to take breath for the final outburst, in which 
the movement rushes to its inevitable and abrupt conclusion. The 
Quintet in F :Minor is probably the most symphonic of all Brahms ' chamber 
music works. 
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Dvoi aic and His Relationship to Brahms 
The life and work of .Antonin Dvotak (l84l-l904) was very rich 
and varied. He wrote in all various forms - from simple songs and small 
solo works to diverse chamber and symphonic music, and to cantatas, 
oratorios and operas. 
~/ i Together with Smetana, Dvorak was one of the joint creators of 
the modern and consciously national school of Czech music. As prolific 
as Haydn and Schubert, he made music in the same joyous spirit vd th which 
they approached it. In the realm of chamber music, however, Beethoven 
was his spiritual guide. Dvor~ derived a great deal from the German 
romanticists, especially Schumann, and to a certain extent Wagner, whose 
fascination he felt. The strength of Dvof~'s musical power lay primarily 
in the freshness, the immediacy and the originality of its melodic and 
rhythmic form of expression. He had an extraordinary gift of purely 
instrumental l.deas, from which issued his feeling for beautiful 
instrumental effects, produced with t he gre~test simplicity and most 
natural use of his resources. But that it is not only the idea, but the 
art by which the idea is developed and used that determines the individuality 
and originality of a work, was best expressed by Dvof~ himself when he told 
his students at the Prague Conservatoire: "To have a fine idea is nothing 
special. But to carry out a fine idea and make something great of it, 
that is the hardest thing to do, that is art itselfJ"1 
l . ., i 
Otakar Sourek, Antonin Dvorak (New York, 1954). 
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l • Dvorak began to compose in 1859, but he was very little known 
until 1875. In 1863 an event took place that was to be of great 
I 
consequence for Dvorak's future. Upon the urging of his wife and friends 
he sent his Symphony in E-flat. J&ajor to the "Austrian Commission for the 
State N"ru.sic Prize" and was granted an award of four hundred gold florins. 
It was by far the largest sum Dvofak had earned, and he continued to r eceive 
the award for several years in succession. .Among the members of the 
commission were Eduard Hanslick, the famous critic of the Neue freie Presse, 
Johann Herbeck, conductor of the Vienna State Opera, and Johannes Brahms • 
..... ; 
Not one of the commissioners judged Dvorak's work on the basis of personal 
acquaintance with him, but their decision made t hem come to know the man. 
'.1'1 This was the purely objective beginning of that bond between Dvorak and 
Brahms, which, some years later, became an intimate and lasting friendship. 
I This friendship opened to Dvorak the lands of German music, and thus he 
earned the admiration of men like Hans Richter and Iians von B~low. In 
ever widening circles, first England and then America, became aware of 
r' : .. Dvorak IS IDUS~C • 
There is something touching in the regard the town-bred and now 
famous composer had for the country-born and almost unknovm Czech, eight 
years his junior. Both were, in their ways, re served. Brahms had been 
destined from his youth to be a musician: he was to achieve that which 
had been denied his father. t~en not yet twenty, he had met Robert 
Schumann, who in his famous essays, New Trails, had proclaimed Brahms 
enthusiastically to the world. Brahms' educational background was rich 
and continually being enriched. He had been about the world. A North 
German and a Protestant to his very core, Brahms enjoyed the established 
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forms and the atmosphere of the Viennese classical composers as much as 
he enjoyed the gusto of Austrian life. Brahms' own particular gift, 
however, was the serene logic in his work and in his construction. In 
striking contrast to this stands Dvo/Ak, in almost rustic and certainly 
provincially narrow surroundings, wrapt up in the joys and sorrows of his 
family, never completely fulfilled except when composing. 
There is not the slightest question that Brahms was above all 
impressed by Dvof~k 1 s wealth of invention. Brahms declared that another 
musician might well shape his themes out of those that Dvofak let fall 
-
by the wayside! The influence Brahms exercised over Dvof Ak was considerable, 
and, for the most part, admirable. It seems fortunate, however, that he 
·'I did not persuade Dvo:rak to come and live in Vienna for regularly prescribed 
inoculations against Wa.gnerism. The result of losing touch ri th his ov:n 
soil might have been to turn him into a pale shadow of his master • 
. ' j In the 1870's Dvotak finally sought complete liberation from the 
influence of Wagner and Liszt, and found his path to Brahms. From 1877 
onwards Brahms was a very important influence in Dvof ak 1s life, both 
socially and musically. Brahms was a generous friend. He not only 
.:,..· , . 
recommended Dvorak to his publ~sher Simrock in Berlin, but he also 
corrected his proofs for him when it turned out that Dvofak had not yet 
learned how to do this. # ' i While Dvorak was in the United States, Brahms 
alone did proof reading for him. Most of all, his friendship gave Dvor~ 
that confidence in himself which he had been lacking. Entirely without 
envy, Brahms earned the reverence and lifelong devotion of that simple 
l 
man, Dvorak. 
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V'" The question may arise whether Brahms and Dvor~ were influencing 
each other's work. In a certain sense they did. . i Dvorak and Brahms were 
studying each other's works, and thus there came about involuntarily some 
slight similarities and "reminiscences". Of course, they had in common 
some of the same models: for instance Beethoven, and, in harmony, Schubert. 
As to syncopations and suspensions found in the works of both, it must be 
•J' t 
remembered that Brahms derived them from the gypsies, Dvorak from Slavic 
folk music. There never seems to have been any real disagreement betv;een 
. I Dvorak and Brahms • 
./ j Dvorak's Style in His Chamber Music for Piano and Strings 
It is incontestable that Dvof~k owes much to Beethoven and to 
Brahms. The first taught him to construct solidly and clearly, to develop 
a theme organically, and the use of polyphonic liveliness. Brahms 
contributed the lesson in modulation of thematic material and the 
possibilities that can be drawn from it. 
/I Dvorak's mastery of· sound is one of the most brilliant high points 
of his whole work. It is free of invented refinement as well as of 
artificial pomp; every shade of color and dynamics grows simply from the 
character of the idea and of the instruments. In ·the elemental quality 
of his work and the extraordinary variety of rhythmic feeling, DvorB.k 
often derived directly from the basic rhythms of t he Czech and S~ folk 
dances. On the other hand, there is never, in his melodic line, any 
imitation of folk-music; for it is based on the analogous laws of form 
which accompanied t he formation of Czech and Moravian folk rrrusic. 
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At first glance Dvor~'s harmonies do not seem especially daring 
for their time. This is mainly because they are so natural and so alive. 
But into his harmonic construction is woven an intricate plan, f~lll of 
surprising turns, runs and disgressions. This should be further proof of 
,I • Dvorak's creative force and ability. 
Dvor'B.krs Technique of Development. Haydn, in his Six Russian 
_Quartets of 1781, composed in a "very special new manner," gives striking 
examples of thematic-motivic development. Instead of mere transpositions 
and modulations there comes the motivic technique of elaborations. 
Mozart used this technique to a certain extent (Symphony in G r~or) and 
;I : . 
Beethoven later developed it to .a high degree (Eroica). Dvorak uses this 
technique of breaking the themes into little motifs and figures already 
in his expositions. Therefore, his expositions often have the character 
of developments, so that the real development itself differs little from 
the other parts. 
Another technique consists of elaborating only single motifs of 
the themes. Dvor~k never introduced new themes in his developments. Of 
• l importance f'or Dvorak are the Steigerungsmotive, usually derived from 
part of the main theme. Some of Dvof~k's developments consist mainly of 
such thematic motifs. 
DvorBlc's recapitulations usually differ from their expositions. 
He often omits the beginning of the exposition; the recapitulation then 
begins with the second appearance of the main theme (Piano-Quintet Opus 81). 
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He also uses the fausse reprise, in which the main theme is brought, 
although not in the expected key (Piano-Quartet in E-flat ~iajor). All 
these techniques were not new - Haydn, Mozart and Brahms used them before 
•' I Dvorak. 
The slow movements are among his most mature and best. They are 
full of Slavonic folkloristic elements. They are more significant for 
their beautiful melodies than for their rhythms. Each of these movements 
has its own individual characteris tics. The Dumkas belong to the master's 
~ I 
most personal products. Dvorak's Scherzi are significant for the use of 
Slavonic dance types (e.g., the Furiant, the Polka, or the Sousedska). 
Melodically, the Finales ,are most closely connected with folk 
music. Formally, they are either in sonata or rondo form; but usually 
neither type is clearly defined. As a rule, they contain characteristics 
of both forms. y' : In some cases, Dvorak does not present the main theme at 
the beginning. In the Piru1o-Quintet in A, Opus 81, e.g., the beginning 
seems more like an introduction. 
v· \ To summarize the main characteristics of Dvorak's Finales, we 
might say that they show a strong emphasis on national elements, both 
melodically and rhythmically. They represent no real formal types, but 
have characteristics of both sonata and rondo forms. There are t wo to 
four main themes, mostly contrasting. Instead of one main development, 
there are many short developments between the themes . In Dvof~k, classic, 
romantic and national elements combine to form his own, personal style. 
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The Treatment of the Piano Against the Strings. .Although a good 
pianist, Dvo~~ was, by predisposition, a violinist. This is noticeable 
from the fact that in his chamber music the string parts are so well 
"fitted" to the violin hand. 
Schubert was the master who so inemitably knew how to contrast 
all the participating instruments of an ensemble and yet preserve an 
organic unity. His secret was that none of the instruments dominate, but 
rather fulfill only one function: the piano, e.g., either brings the 
melody, or just the accompaniment. In this manner the piano never becomes 
dominating, as in the works of Schumann • 
.. With both Schubert and Dvorak the alternating presentation of 
solos between piano and strings is rather rare. Both masters, as a rule, 
use all the instruments involved. With Dvof~k, however, the grouping 
of the two tonal bodies is more evident. The piano is always set as a 
contrast to the strings. This appears in the many varied imitations, in 
which the piano is opposed to the string body, ·ffild also in motivic 
elaborations between piano and strings. Important are the numerous 
oppositions of the piano against the entire string body, and also the 
exchange of thematic material between the two tonally contrasting groups. 
In the Quintet, Opus 81, the piano part is of a beautiful dexterity. 
Aside from dance-like syncopated chord progressions, the piano part is 
mostly in two parts. The stringed instruments are of absolutely equal 
importance. The cello part is never identical with the bass part of the 
piano. There are only few instances where the piano appears alone 
without string accompaniment. Such short passages might mostly occur 
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at the begim1ing of a theme, or in a transitory passage (e.g., first four 
measures of the' Dumka in Opus 81). The function of the piano -as a 
contrasting tonal entity is of special significance in the Scherzi and 
slow movements, whereas in the first and last movements it is more of 
accompanying or dynamic importance. 
Piano-Quintet in A Major (Unpublished) 
In 1872 Dvofak m·ote a Piano-Quintet in A Major. This work, 
however, remained in manuscript. Paul Stefan says the quintet reveals 
strong indications of Dvot~k's typical sureness of form, once he had 
surmounted the "Wagnerian crisis.nl 
But there are still said to be outbursts of Sturm und Drang. 
Dvof~ is not yet the master of the wealth of his material and the flood 
of new ideas. Stefan says that in this work it is noticeable, as in 
several other piano parts, that, while composing for the piano, Dvo~ak 
is act.ually thinking in terms of the violin. The Adagio of this quintet 
is said to be the most mature movement. 
Piano-Quartet in D Major, Opus 25 
Dvor~ composed the Quartet in D Major between the two Piano-Trios, 
Opus 21 and Opus 26. ~· In these works Dvorak yet lacks the true personal 
touch, although the Piano-Quartet in D shows a greater intimacy of feeling 
than the trios. The music is pleasant but in no way remarkable. Unfortunately, 
1 ./l Paul Stefan, Dvorak (New York, 1941). 
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one seems to hear the piano only in the treble register; for Dvotak had 
not yet learned how to ~Tite a free bass part for the piano. The opening 
movement, an Allegro moderato, is in sonata-form. The main subject 
consists of only two bars. It is first brought by the cello, accompanied 
by the piano: 
~ > 
r I fi f[l [ I ~ r: 
There follows an extended transitory section, which has more the character 
of a development. Here the short first theme undergoes all possible kinds 
of elaborations. Soon, however, the broadly-woven second subject, with 
its tender melodic line .and touch of national color, checks the promised 
extension: 
I 
\ 
The actual development is rather short, comparing it with the rather 
lengthy exposition. It is mainly built upon the first theme. There are 
two agitated outbursts in the recapitulation. A cadenza-like, brilliant 
run in the piano, ending in a long trill, in which it is joined by the 
violin and the viola, leads into another reiteration of the second subject. 
After this, Dvof~ has the cello repeat the same in a soft Poco Andante 
section. Finally, all forces seem to combine in an agitated strife 
toward the end, using again the second subject. This movement simply seems 
too long for its subject ma·tter, VThich does not grow by repetitionl 
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The following Andantino (in B minor) consists of five variations 
and a coda on a simple theme. This theme, in the form of a song in two 
sections, is tinged with a wistful melancholy : 
- I 
-~ ..c ~ 
fUtlrtlrLU "' r r 
The subject begins with an eight-bar period (in B minor); the second 
period passes into the parallel D major; the third period again returns 
to the tonic key. In the first two variations there is constant use of 
imitation. Actually, there is very little going on here musically. These 
t wo variations could become quite tiresome if all the repeat signs were 
considered •. . A modulator-.r passage, skilfully worked into the fourth 
variation, leads into the remote key of E-flat major; but the "salon" 
tinkle is still there, and one, begins to long for some thoughts of greater 
depth . There is little deepening of emotion in the fifth variation. It 
is only in the ~ that a note of true passion appears. The coda, in 
its powerful melodic beauty, is t he climax of the work. On the whole, 
this movement is very attractive, even if it is not the most logical and 
interesting of Dvo~ik•s variations from the point of view of its form. 
The last movement is interesting because it combines the function 
of scherzo and finale. It is planned in two sections, each with its own 
independent theme. The subject of the ~legro scherzando is moving in 
quiet dance measure: 
r~ ~- > -~ + ---I 1!~~ ~ ~-f \ r \ I l 0· t~cr: j I ' ( .. 
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The rather conventional subject of the Allegro agitato section forms a 
good contrast to the theme of the scherzo section: 
The scherzo and finale sec:f;,ions are freely alternating, while flowing 
naturally into each other. It is impossible to force this design into 
an established form. Dvo!{~k, at this time, is still approaching the 
scherzo cautiously; and, therefore, he linked it to the finale as one 
movement. The reserve evidenced in this work conforms with its destiny -
it was not performed until five years later, in 1880, when it was 
published by Schlesinger. 
Piano-Quintet in A Ma.i or. Opus 81 
Several of Dvo:f~k 1 s best friends maintained that this quintet 
provides a virtually life-like, full-length portrait of Dvorik: his 
joy in nature and his love of melody, his feeling of communion with the 
world, his quickly changing moods. The first theme of the first movement 
is held to be a particularly good likeness of the man. 
The work was finished in 1887 and published by Simrock. The 
highly changeful nature of the work is at once revealed in the exposition 
of the first movement (Allegro ma non tanto). The main theme has a 
dreamy and melancholy air: 
1 '3 5 
A sudden modification of the theme over a firm progression on the piano 
follows, after which the ~otif grows brighter, its lively rhythm being 
derived from a fragment of the first subject. After several "bursts of 
gladness", a transition leads to the second subject, which begins at once 
in a vein of melancholy: 
The movement continues in alternating moods to a broad and delicately 
worked development; it reaches a climax at the forceful repetition of the 
main theme and is followed by a recapitulation and a spirited Coda. 
This work, in which Dvofak so freely displays his Slavonic 
tenderness of emotion, contains a movement entirely characteristic of t he 
composer and his quickly changing moods. The second movement , a Dumka 
(a peculiar Bohemian piece, sometimes not very aptly translated as an 
Elegy), is an Jndante con moto in F-sharp minor. This movement gives some 
of the most striking evidence of Dvor~k' s rhythmic mastery. The principal 
Within the t wo repetitions of this four-bar motive is the germ of a broad 
theme, presented together with a dre~~y contrapuntal motif in the 
--~ . J 1 u Jfl ~ ---=--r -J: -1 ~----
l;PB liii \£ r--r I +r ~ I¥~ 
piano: 
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T~e melody of the second subject is unfolded in dialogue between the 
violins: 
Lk- f:::r'Fi ; I--ll ~ + I I ~ I 
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Thi,s subject is widely extended, with solemn apd lighter moods alternating. 
Then comes an abrupt change: in the middle section there starts a rapid 
Vivace, with a liv~ly motif directly derived from the opening bars of the 
movement: 
After this excited episode, in which all t~e . instrwnents participate with 
the utmost vigour, there follows another statement of the theme w~ich, from 
the point of view of presentat~on , is perhaps the most striking of all. 
The duet here is shared by the first violin and the viola. The viola, 
however, has the uppermost line. The _pizzicato chords of the second violin 
are most telling, and the low not~s of the cello here form a very 
satisfactory bass to the whole structure; for the piano part , though 
clearly _defined, is but_a thin wave of sound. 
The following example from the Piu mosso section of the Dumka 
may serve best to illustrate Dvof~k 1 s extreme skill in mixing rhythms and 
colors. Following the very calm and solemn opening section of the movement, 
the following section has a comparatively animated effect, owing to the 
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restlessness of the figuration. The two violins here clearly share t he 
melodic interest, and the rest of the scheme consists entirely of 
accompaniment. But this accompaniment means much; and the pizzicato 
notes of the lower strings, combined with the quiet· rocking motion expressed 
in the piano part, contribute consi derably to the success of the ensemble: 
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T!le_ Scherzo i~ . entitled Furiant, although_ it is without the special 
rhythms of this dance. It is in three _ symmetrical sections (Molto vivace -
Poco tranguillo -Tempo I). The gay opening se9tion in A major contains 
three themes afford_ing lively c~mtrasts of mood and measure. The first, 
which recalls Schubert, has. an incisive rhythm and joyous, extended melody. 
It is f irst presented by the string quartet alone: 
I ,.....---..., 
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The second theme is a rocking rhythm and seems to tell of longing: 
The third theme, however, is characteristically Slavonic: 
~r 
I !i.n i r 1 r ff· ~ ~13 ±: ~ \ Ji f \T 1 '1 Jt \ f \ 
In this. Scherzo not a bar misses the effect at ·ahich ;it aims. Everything 
is handled .. .with. e~: treme mastery, the themes being woven together dth nruch 
contrapuntal skill. In the Trio (in F major) Dvorak achieves a delightful 
effect and unity by enlivening the somber lines of the subject by joyous 
elements from the first theme of the Scherzo. During the last r ecurr ence 
of the trio-subject in the piano, a playful presentation of the scherzo-
motif grows into a forceful transitory passage, which leads right into 
the Scherzo. It appears slightly altered and shortened now, with its 
third theme missing . The whole movement is highly forceful and eff ective. 
The work ends with a stirring finale (Allegro), very lively and 
varied in rhythm, freshly worked out with contrapuntal devices. The 
movement has both sonata and rondo form elements. It is a mixture of 
both, using short motivic developments between the presentation of the 
themes. It begins with eleven introductory bars, which seem to prepare 
for and lead up to the main theme: 
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This theme now undergoes considerable elaborations, appearing in ever 
new guises and combinations. Finally, the second theme is brought in 
the dominant key of E major: 
/• 
In thef9llowing development, Dvorak uses _ the introductory section of the 
movement twice: the first time _it is brought in .A_major after a forceful, 
rhythmic unison of all instruments. The second time it appears pianissimo 
in F minor. This time the mood is mysterious. Soon t he piano comes with 
a sligh~ly altered version of the first theme, thus preparing for the 
fugato, which follows after some more development. The fugato is in C 
minor and uses as its subject the main theme of the movement, as previously 
presented by the piano in F minor: 
·' Dvorak's handling 9f the themes i~ at_ once ~lastic. and delicate. After 
the tonic key of A major has been reached again, there follows another 
development of t~e thematic material, until some forceful unison 
figurations bring the movement to a tremendeous~ jubilant close. 
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Piano-,Martet in E-flat Major, Opus 87 
This work, composed two years after the Quintet, Opus 81 (1889), 
is much more concentrated in mood. A sound virility is predominant in 
its expression. Here there is .strength and deep feeling, sincerety and 
serious decision, but on the other hand warm tenderness and nobleness. 
'.) 
Since composing the quintet, Dvorak had a far better knowledge of how to 
hru1dle the piano and was, therefore, better equipped, 
The first theme of the opening Allegro con fuoco is a key theme, 
running through the entire movement. It is first presented by the three 
stringed instruments in a forceful unison: 
The energy of this theme is further increa~~d by the rapidity of the 
rhythmic element, which is directly linked to the theme, and from which 
it evolves: 
This theme is skilfully elf+borated throughout the exposition. 
The development brings a wealth of durchbrochene Arbeit. The 
main theme appears .in -all possible gu~ses, like, e.g., in augmentation, 
rhythmically accentuated diminutio!}l ,:tc.: 
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An effective episode occurs to~ards the end of the development. Piano 
and strings hammer out the opening theme in B-flat minor and then jerk 
it .abruptly into B minor: 
~ > 7 ~ }- >' 7' 7 L ., ) > r l kl I ~ ) ~ l )\ I. so ¥t l \ j ; t ·' \ b r t I \ -f- I 7 tl ? 
Then, while the first violin very sweetly sings the se.cond subject in 
B m~jor, the cello is steadily urging it out ~f that key. Note the 
enharmonic modulation in the piano part: 
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The res:apitulation .does not st~t with the :main subject, but directly 
with the second theme. The Coda brings an unf9rtunate instance of 
melodrama. The striking . modulations for the piano are here blurred 
by some rather disturbing string-tremolos: 
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The . . Lento in .G-flat major is one of the most beautif ul lyric 
v· 1 
movements Dvorak ever wrote. It is in expanded three-part form. The 
first theme is brought by the cello: 
Another ,peac~ful the.me oCC"\U'S in the .violin: 
~ ~ r ~ ~ £~ · · l r ·1 I I · I 24--i ·I f t · I .I ~ ~ 
Soon a vi.olent outb~st qf . ~hr9m~tic octaves by the piano dr~ws the 
stringed instruments into a C-~harp minor section of contrast. The 
following q-giet section in G-flat major brings yet another melody in 
the pi~o part: 
After a rep~tition of the :f:i,rst _,s.ection, in .which now the piano brings 
the sec()nd theme, the same chr.omatic octave passage (now in the .strings) 
leads to a repetition of the C-sharp minor section, now in F-sharp minor. 
A re statement of the third theme in G-flat major leads the movement to 
a beautiful close. 
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The Scherzo in E-flat major, (Allegro moderato, grazioso), is 
built upon two contrasting subjects. The first is like a simple, old-
fashioned dance, soft and slow: 
l r 
The second has a y~arning melody almost Oriental in its coloring. It is 
based entirely on the chord of G minor: 
tr f f : 
The Trio in B major,(Un pochettino Piu mosso)~is enlivened by 
restless triplets in the accompaniment and the hopping rhythm of the 
theme: 
I At . ' . . , , .L ,- - . . . ~ $ . ' tv= W [f ill ltd O'J t1J 1\J lf!Itrl 
The Finale in G-flat major, (Allegro ma non troppo), is full 
of ~nergy; and the form is more clearly defined than that of the first 
movement. It is interesting to note that the Finale does not touch the 
basic key of the work until the recapitulation is reached, The theme 
is simple, with no lengthy discussion, but with a wonderfully free scheme 
of modulations. It begins energetically in E-flat minor: 
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The middle section is in G-flat major. An enharmonic .change through 
F-sharp major t hen introduces the second subject in B major: 
The close of this section is ~ain in F-sharp major: 
The development brings a series of modulations returning in the 
recapitulation to the tonic key of E-flat ._major. , The last page of the 
quartet is .. of almost orchestral. effect. The Piano-Qu.arte.t in E-fla.t Ma..ior 
was published in 1890 by Simrock. It was first performed t he same year 
in Prague. 
CHAPTER VI 
Short Summary of the 1~in Trends 
in the Works Discussed 
Gypsy elements were used by Schubert (Finale of the Trout-
Quintet) and by Brahms (Finale of the Piano-Quartet, Opus 25). There 
are also movements in strict variation-form: the last movement of 
Beethoven's early Quartet in E-flat Major,d the fourth movement of 
>/ i Schubert's Trout-Quintet, and the Andantino of Dvorak's Quartet, Opus 23. 
The Finales of Mozart and Beethoven are mostly in rondo-form 
(Mozart's Quartet in G Minor and E-flat ~~jor; Beethoven's Opus 16). 
Later, these movements are often in sonata-form with some occasional 
contrapuntal sections. "'' In Dvorak, however, there prevails a mixture 
of both the rondo and sonata forms. 
The number of movements varies. The Piano-Quartets of 
Schobert are each in three movements. +he wo~ks of his i mmediate 
contemporaries, however, are as yet undecided as to a standard number 
of movements. The majority are in three, some in five, and _several in 
only t vvo movements. Mozart's and Beethoven's works are each in three 
movements. Schubert, nevertheless, appears less orthodox . His 
-Adagio and Rondo has only t wo, wherea~ the Trout-Quintet is more 
Divertimento-like in nature. The _work is in five movements, and the 
variations (fourth movement) and t he general lighter mood point to 
similar chamber music of Haydn. 
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Weber's, Schumann's, Brahms' and Dvorak's piano-quartets and quintets 
are all in four movements (with the exception of Schumann's Opus 44, 
-/ ' 
which is in five movements, and Dvorak's Opus 25, which has only three 
movements). As a rule, however, a standard _of four movements seems to 
have been accepted by t he composers of t he Romantic era. 
Of interest are also the key-relationships of the movements . 
Schobert, Mozart, Beethoven and Weber, in their piano-string ensemble 
works, kept to the relative, the dominant, and the sub-dominant keys. 
Schubert, however, in his Trout-Quintet (in major tonality throughout), 
has the ,A major of the first movement immediat~ly followed by the rather 
di stant F major of the .Andante. A. short diagram of' the most important 
works of this study will best illustrate the key-relationsips used by 
the various composers: 
Johann Schobert: 
Quartet, Opus 7I 
Quartet, Opus 14I 
Luigi Boccherini: 
. 
. E-flat - E-f~at - E-flat 
E-flat - c - E-flat 
Quintet, Opus Sla, No.1: A .- A-D- A 
W. A. Mozart: 
Quartet in G Minor g - B-flat - G 
Quartet in E-flat E-flat - A-flat 
Quintet, K.V. 452 E-flat - B-flat -
L, v. Beethoven: 
Quartet in C Major : C - F - C 
Quartet and Quintet 
E-flat 
E-flat 
Opus 16 E-flat - B-flat - E-flat 
G. M:. v. Weber: 
Quartet, Opus 8 
Franz Schubert: · 
Trout-Quintet 
: B-flat - E-flat - B-flat - B-flat 
.A-F- .A-D-A 
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Robert Schumann: 
Quintet, Opus 44 ; E-flat - c - E-flat - c - E-flat 
Quartet, Opus 47 E-flat - B-flat - B-flat - E-flat 
Johannes Brahms: 
Quartet, Opus 25 . g - c - E-flat - g . 
Quartet, Opus 26 . .A-E-A-.A . 
Quartet, Opus 60 . c - c - E - c . 
Quintet, Opus 34 f - A-flat - c - f 
Jmtonin 
.,., , 
Dvorak: 
Quartet, Opus 23 D-b-D 
Quintet, Opus 81 . A - f-sharp - A - A . 
Quartet, Opus 87 E-flat - G-flat - E-flat - G-flat 
Conclusion 
The trend of the nineteenth century was toward an ever increasing 
freedom, toward a relaxing of the rules governing tonal syntax which the 
eighteenth century had considered inexorable. The romanticists were 
chiefly interested in exploring the possibilities of new harmonies, which 
meant that they were approaching a free use of dissonance. The use of 
new and dissonant harmonies, motivated at first by the desire to increase 
t he expressive vocabulary of music, tended to become an end in itself: 
t he color possibilities of new and dissonant harmonies were a source of 
unending interest; composers became curious to discover a constructive 
principle which must be inherent in 'fill evolutionary process t hat so 
evidently was destroying t he relationships upon which the coherence of 
t he tonal system depended. 
Classicism, Romanticism, Realism, Nationalism, Impress ionism, 
and Expressionism are all names which, by referr ing to an under lying 
aesthetic concept, attempt to legitimatize different musical idioms. 
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The chamber music forms of Piano-Quartet and Piano-Quintet 
have been acknowledged and explored by composers of all the prevailing 
movements. There are works for these com.binations by men like Hindemith, 
Shostakovitch, Bax, Goosena, and Cyril Scott - just to mention a few • 
. And there seem to be perpetual contributions to t he literature of the 
Piano-Quartet and Quintet by numerous contemporary composers. 
It is evident that the outstanding characteristic of post-war 
music has been the element of instability. That instability has f ound 
expression in a number of ways, chief among which is the willingness on 
the part of composers to go to any e~treme in their search for originality. 
There is, however, no doubt tha~. present-day trends have added new and 
exceedingly valuable materials to musical art. But from a contemporarf 
perspective it is impossible to draw accurately the line between change 
and progress. 
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